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THE DEVELOPMENT OF A SINGER'S HANDBOOK 
OF BASS OPERATIC ARIAS
CHAPTER I 
DESCRIPTION OF THE PROJECT 
Purpose
When an e x c e l le n t  s in g e r  s tan d s  in  th e  w ings, read y  
to  walk on s ta g e  and perform  an a r i a  o r opera r o le  fo r  
th e  f i r s t  tim e, he i s  l i g h t  y ea rs  away from th e  day when 
he f i r s t  began s tu d y in g  th e  a r ia  o r r o l e .  S ince th a t  
day he has spent c o u n tle s s  hours in  h ard  work and s e l f -  
d i s c ip l in e ,  a ttem p tin g  to  improve h is  v o ca l p ro d u c tio n  
and a ttem p tin g  to  le a r n  th e  music a c c u ra te ly .
Most s in g e rs  seek guidance in  im proving vocal p ro ­
d u c tio n , bu t when i t  comes to  le a rn in g  music a c c u ra te ly ,  
th ey  do n o t reco g n ize  th e  n e c e s s i ty  o f an o rgan ized  le a rn in g  
p ro ced u re ; th e re fo re ,  th e r e  i s  o f te n  a la c k  of d i r e c t io n  
in  th e  le a rn in g  p ro c e ss . This la c k  o f d ir e c t io n  u s u a lly  
le a d s  to  an unwise use o f tim e in  le a rn in g  music and to  
in accu racy  in  perform ance of m usic.
The purpose o f t h i s  p ro je c t  i s  to  p rep are  a s in g e r 's
2handbook of b ass  o p e ra t ic  a r ia s *  which w il l  a id  th e  bass 
in  perform ing  th e  a r i a s  a c c u ra te ly .  I t  i s  hoped th a t  as 
a r e s u l t  o f s tu d y in g  the  a r ia s  in  th e  handbook, th e  s in g e r  
w i l l  develop an o rgan ized  p a t te r n  of le a rn in g  which he 
can app ly  to  o th e r  a r ia s  o r r o l e s .
P rocedures
In  d evelop ing  th e  handbook, th e  f i r s t  th in g  which had 
to  be c o n s id e red  was th e  cho ice  of a r ia s  to  be in c lu d e d . 
T h is  was determ ined  th rough  in d iv id u a l  co n feren ces  w ith  
a l l  members o f The U n iv e rs ity  o f Oklahoma v o ice  f a c u l ty  
(Joseph Benton, W ilda G r i f f in ,  Jack  H arro ld , E lis a b e th  
Parham, and O rcen ith  S m ith ), w ith  o th e r  q u a l i f ie d  members 
o f  The U n iv e rs ity  o f Oklahoma m usic f a c u l ty  (R u sse ll M athis 
and Spencer N o rto n ), and w ith  th re e  prom inent p ro fe s s io n a l  
s in g e rs  (John A lexander, Jerome H ines, and G iovanni 
M a r t in e l l i . )  Each o f the p e rso n s , du ring  th e  cou rse  of 
th e  co n fe ren ce , f i l l e d  out an A ria  S e le c tio n  Q u estio n ­
n a i r e .** A fte r  a l l  o f  th e  conferences, were com pleted,
I  chose th e  a r i a s  fo r  th e  handbook, basin g  my ch o ices 
upon th e  o p in io n s  g iven  me d u rin g  th e  co n feren ces  and in  
th e  q u e s tio n n a ire .
The co n fe ren ces  w ith  a l l  members of The U n iv e rs ity  of 
Oklahoma music f a c u l ty  were h e ld  on th a t  campus d u rin g
*See Appendix A.
**See Appendix C.
3F ebruary  of 1968 . The conference w ith  John A lexander was 
h e ld  in  November, I 967 , in  T u lsa , Oklahoma. We were bo th  
th e r e  f o r  a week perfo rm ing  in  P u c c in i 's  Madame B u t t e r f ly . 
D uring th a t  week we ta lk e d  o f te n  about th e  development o f 
t h i s  handbook. Jerome H ines, a lthough  n o t a c lo se  p e r­
so n a l f r ie n d ,  i s  an acq u a in tan ce  of m ine. He was most 
g rac io u s  in  ta lk in g  to  me fo r  alm ost fo u r  hours a t  h is  
h o te l  in  Oklahoma C ity , Oklahoma, in  December, 19^7• 
G iovanni M a r t in e l l i  was on The U n iv e rs ity  o f Oklahoma 
campus f o r  a week o f Vocal M aster C lasses  during  March, 
1968 . During th a t  week he co n fe rred  w ith  me se v e ra l tim es , 
a d v is in g  me as to  what a r ia s  he b e lie v e d  should be i n ­
c lu d ed  in  th e  handbook.
On th e  b a s is  o f th e  conferences s e v e ra l  conclusions 
developed which were used as gu ide  l in e s  in  choosing a r i a s .  
I  decided  th a t  th e  handbook should  c o n ta in  a r ia s  th a t  
would cover th e  v a r io u s  s ty l e s ,  p e r io d s ,  and languages 
and th a t  the a r ia s  chosen should  be from operas which 
rem ain  in  th e  modern r e p e r to i r e .  V arious s ty le s ,  p e r io d s , 
and languages were covered  in  o rd e r th a t  th e  s in g e r  would 
have th e  o p p o rtu n ity  o f s tu d y in g  in  d e t a i l  a v a r ie ty  of 
a r i a s .  I t  i s  hoped th a t  th e  s in g e r  would then  be a b le  to  
app ly  what he has le a rn e d  from s tu d y in g  th e  a r ia s  in  th e  
handbook to  o th e r  a r i a s  w ith  s im i la r  c h a r a c t e r i s t i c s .
S ince  th e  handbook i s  o r ie n ta te d  tow ard perform ance, i t  
seemed most lo g ic a l  to  in c lu d e  only  a r ia s  from operas
4which th e  bass would l i k e ly  be perform ing  o r see in g  p e r­
form ed.
Although th e re  were composers w r itin g  operas b efo re  
M ozart, none o f th e se  com posers' operas a re  in  the  modern 
r e p e r to i r e ;  th e r e f o r e ,  th e  handbook beg ins w ith  M ozart. 
Two of h is  a r ia s  a re  in c lu d ed  because of h is  prominence 
in  bo th  th e  I t a l i a n  and th e  German opera.
Beethoven i s  n o t g e n e ra lly  co n sid e red  an opera com­
p o se r , b u t one o f h is  a r ia s  i s  in c lu d ed  in  th e  handbook 
because h is  opera F id e lio  c o n ta in s  s t y l i s t i c  in n o v a tio n s  
which h e lp  b rid g e  th e  gap betw een th e  o th e r  two g re a t 
Germans, Mozart and Wagner.
One a r i a  each from R o s s in i ,  B e l l in i ,  and D o n iz e tti  
i s  in c lu d e d . These men a re  im p o rtan t in  t h e i r  own r i g h t , 
b u t th ey  a re  e q u a lly  im portan t as  fo re ru n n e rs  o f th e  
g r e a te s t  o f a l l  n in e te e n th -c e n tu ry  I t a l i a n  opera  com­
p o se rs , Giuseppe V erd i.
There a re  two V erdi a r ia s  in  the  handbook, covering  
what can be lo o s e ly  c a l le d  h is  e a r ly  p e rio d  and h is  mid­
d le  p e r io d . V erdi a c tu a l ly  has f iv e  p e rio d s  o f  d e v e lo p -" 
m ent, b u t due to  th e  l im i ta t io n s  of th i s  p r o je c t ,  a 
thorough tre a tm e n t o f each p e r io d  i s  n o t p o s s ib le .
Wagner, th e  V erdi of n in e te e n th -c e n tu ry  German 
o p era , would seem to  demand equal tim e w ith  M ozart and 
V erd i. However, w ith o u t ex cep tio n  th e  th re e  p ro fe s s io n a l  
s in g e r s —A lexander, H ines, and M a r t in e l l i—ad v ised  a g a in s t
5in c lu d in g  more th a n  one Wagner a r i a .  T heir prim ary  reaso n s  
were th a t  W agner's v o cal w r itin g  does no t h e lp  th e  v o ice  
develop , th a t  i t  demands a m ature v o ic e , and th a t  most of 
th e  tim e i t  demands f o r t e  s in g in g .
An a r i a  from Gounod's F aust re p re s e n ts  th e  l y r i c  
s ty le  of n in e te e n th -c e n tu ry  French grand opera . The popu­
l a r  opera-com ique s ty le  o f e ig h te e n th -  and n in e te e n th -  
cen tu ry  F rance i s  re p re s e n te d  by an a r i a  from B iz e t 's  
Carmen.
The tw e lf th  and f in a l  a r i a  comes from P u c c in i, th e  
l a t e  n in e te e n th -  and e a r ly  tw e n tie th -c e n tu ry  I t a l i a n  
m edolic g en iu s .
A fte r  th e  a r i a s  were s e le c te d ,  a d e ta i le d  p e rfo rm e rs ' 
guide fo r  each a r i a  in c lu d ed  in  th e  handbook was begun.
The f i r s t  item  in  th e  guide i s  a s h o r t resume of th e  
o p e ra . I t s  purpose i s  to  enab le  th e  s in g e r  to  ga in  a 
g e n e ra l u n d e rs tan d in g  of th e  com plete p lo t .  Supplem enting 
th e  resume i s  a d e ta i le d  account o f th e  scene le a d in g  up 
to  and in c lu d in g  th e  a r i a .  This account in c lu d es  an 
e x p o s itio n  o f th e  s i tu a t io n  and th e  m o tiv a tio n s  o f th e  
c h a ra c te rs  and a d e s c r ip t io n  o f th e  scenery  and p ro p s .
To s in g  an a r i a  a c c u ra te ly  and co n v in c in g ly , th e  
s in g e r  should know th e  p e r s o n a l i ty  t r a i t s  and, in  many 
in s ta n c e s , ' th e  p h y s ic a l c h a r a c t e r i s t i c s  of th e  c h a ra c te r  
b e in g  p o r tra y e d . This i s  th e  n ex t item  of d isc u s s io n  in  
th e  gu ide .
6F urtherm ore , a l i t e r a l  t r a n s la t io n  o f each a r i a  i s  
in c lu d e d . The s in g in g  t r a n s la t io n s  found in  most sco res  
and a n th o lo g ie s  a re  too  f a r  from th e  a c tu a l  meaning o f 
th e  words to  p erm it an a cc u ra te  and convincing  perform ance 
o f the a r i a .  To in su re  accu racy , t r a n s la t io n s  o f French 
a r i a s  were checked by Mr. Joseph Benton, and t r a n s la t io n s  
o f  I t a l i a n  and German a r ia s  were checked by Mr. Spencer 
N orton.
As an a id  to  a c c u ra te  p ro n u n c ia tio n  o f th e  languages, 
I  made a t r a n s c r ip t io n  of each a r i a ,  u s in g  th e  I n te rn a ­
t io n a l  P h o n e tic  A lphabet. A lthough most s in g e rs  a re  n o t 
f a m il ia r  w ith  th e  IPA, in  my op in ion  (and in  th e  op in ions 
o f  many p ro fe s s io n a l  s in g e r s ,  language coaches, language 
sc h o o ls , and opera w orkshops), a working knowledge of th e  
IPA shou ld  be a b a s ic  to o l  f o r  a l l  s in g e rs .  I t  i s  hoped 
th a t  th e  use o f th e  IPA in  t h i s  p ro je c t  w i l l  le a d  to  a 
g r e a te r  aw areness o f i t s  e x is te n c e  and to  a g r e a te r  under­
s ta n d in g  o f i t s  u se fu ln e ss  f o r  s in g e rs .
In  many a r ia s  th e re  a re  t r a d i t i o n a l  c u ts ,  word 
changes, key changes, tempo changes, dynamic changes, 
and cadenzas which a re  no t m entioned in  th e  s c o re . A 
d is c u s s io n  of th e se  t r a d i t i o n a l  perform ance p r a c t ic e s  
a lo n g  w ith  a d isc u s s io n  of m usical s ty le  i s  in c lu d ed .
A re p re s e n ta t iv e  l i s t  o f  re c o rd in g s  o f each opera 
from which th e  v a rio u s  a r ia s  be ing  d iscu ssed  were tak en  
i s  in c lu d e d . A ll in fo rm atio n  n e cessa ry  fo r  o rd e rin g  a
7re c o rd in g  of a p a r t i c u la r  opera i s  l i s t e d .  This in c lu d es
th e  names o f th e  s in g e r s ,  conducto r, o rc h e s tra , and
chorus; a d e s ig n a tio n  of th e  language in  which th e  opera
i s  perform ed; th e  number o f re co rd s  in  th e  com plete
re c o rd in g  ( th i s  in fo rm atio n  i s  g iven  so a person  can
e s tim a te  th e  c o s t) ;  th e  name o f  th e  reco rd in g  company;
.  —
and th e  o rd e r number. An u n d e rlin e d  order number in d i ­
c a te s  s te r e o .
Also a r e p re s e n ta t iv e  l i s t  o f re co rd in g s  o f " a r ia  
albums" which in c lu d e  a p a r t i c u la r  a r i a  under d isc u ss io n  
i s  in c lu d ed  in  the  handbook. A ll in fo rm atio n  n ecessa ry  
i s  l i s t e d .  This in c lu d es  th e  name o f the a r t i s t  p e r ­
form ing th e  album; th e  name o f th e  album; th e  name o f the  
re c o rd in g  company; and th e  o rd e r  number. As b e fo re , an 
u n d e r lin e d  o rd e r number in d ic a te s  s te r e o .  Only albums 
which have th e  a r i a  perform ed in  th e  t r a d i t i o n a l  p e r fo r ­
mance language a re  in c lu d e d . I  d id  not l i s t  re c o rd in g s  
o f  albums fo r  D o n iz e t t i 's  "D alle  s ta n z e ,"  B eethoven 's  "Hat 
man n ic h ts  auch b e in eb en ,"  o r W agner's "Mein H err und 
G o tt."  I  could  n o t lo c a te  any a v a ila b le  re c o rd in g s  of 
th e se  a r ia s  which could  be purchased  by the  g e n e ra l p u b lic .
I t  was im possib le  to  cover in  d e ta i l  m a tte rs  th a t  
were n o t d i r e c t ly  r e l a t e d  to  a d isc u ss io n  o f an a r ia ;  
th e r e f o r e ,  a r e la te d  re a d in g  l i s t  i s  in c lu d ed . This 
l i s t  w i l l  enable th e  s in g e r  to  gain  knowledge about th e  
composer and l i b r e t t i s t ;  about th e  e a r l i e s t  perform ances;
8about th e  o r ig in a l  conducto r and p erfo rm ers; about the 
most feunous p erfo rm an ces, co n d u c to rs , and p e rfo rm ers ; 
and about contem porary perfo rm ances, conducto rs and p e r­
fo rm ers.
Because o f t h e i r  s p e c ia l  n a tu re ,  th re e  o f  th e  most 
im p o rtan t item s in  th e  p r o je c t  appear on a ta p e  e n t i t l e d  
A ural Supplement to  th e  Handbook. *
I  d e a l t  w ith  each a r i a  in  th e  handbook in  a l l  th re e  
a re a s  ( t e x t ,  s in g in g , and accompaniment) b e fo re  moving 
on to  th e  n ex t a r i a  and r e p e a t in g  the p rocess»  F i r s t  on 
th e  tap e  i s  th e  te x t  o f  th e  a r i a  being  spoken slow ly and 
d i s t i n c t l y  by th e  w r i t e r .  I t  i s  o f te n  d i f f i c u l t  to  under­
s tan d  th e  exact p ro n u n c ia tio n  o f the  t e x t  o f  an a r ia  w hile 
l i s t e n in g  to  an a r t i s t  s in g in g  i t  a t  p ro p er tempo. I t  i s  
hoped t h a t  t h i s  spoken t e x t  w i l l  a id  in  in s u r in g  acc u ra te  
p ro n u n c ia tio n . Second, re c o rd in g s  o f two a r t i s t s  s in g in g  
th e  a r i a  a re  in c lu d e d . A ll o f th e  re c o rd in g s  a re  taken  
from l i v e  perfo rm ances, excep t th e  two re c o rd in g s  of B iz e t 's  
"Toreador Song," which a re  tak en  from commercial re c o rd ­
in g s . These re c o rd in g s  g iv e  th e  s in g e r  an o p p o rtu n ity  to 
h ea r th e  a r i a  in te r p r e te d  by q u a l i f ie d  a r t i s t s .  F in a l ly ,  
a p iano  accompaniment o f th e  a r i a  i s  in c lu d ed  f o r  th e  con­
v en ience  of th e  s in g e r .  Seven o f th e  a r i a  accompaniments 
were p lay ed  by Mr. C urt A lle n , and f iv e  o f them were 
p layed  by Mr. Spencer N orton . I t  i s  o f te n  d i f f i c u l t  to
*See Appendix B.
9f in d  an accom panist who i s  w i l l in g  to  p r a c t ic e  as much as 
th e  s in g e r  needs to .  And i f  such an accom panist i s  a v a i l ­
a b le , h is  fe e  i s  o f te n  to o  g re a t  to  perm it adequate  
r e h e a r s a l  tim e . With a tap ed  accompaniment, th e  s in g e r  
can p r a c t ic e  as long  as he f e e l s  n e ce ssa ry .
The a u ra l  supplem ent i s  reco rd ed  a t  Th IPS on h ig h  
q u a l i ty  Scotch m agnetic tap e  w ith  ,5  m il p o ly e s te r  back ing .
CHAPTER I I
RECOMMENDATIONS CONCERNING USE OF HANDBOOK
Since th e re  have been no books w r i t te n  r e la te d  to  
t h i s  p r o je c t ,  i t  i s  obvious t h a t  t h i s  handbook o f bass  
a r ia s  i s  on ly  a beg in n in g . I t  would be to  th e  advantage 
o f v o ice  te a c h e rs  and s in g e r s  i f  o th e r  p r o je c ts  o f  t h i s  
type were u n d ertak en . There could  be a g re a t  d e a l o f  
expansion o f t h i s  handbook o f bass  a r i a s ,  a long  w ith  the  
developm ent o f handbooks co v erin g  th e  b a r i to n e ,  te n o r ,  
c o n t r a l to ,  m ezzo-soprano, and soprano r e p e r to i r e .  With 
some changes in  th e  fo rm at, t h i s  approach could be used  in  
develop ing  a handbook o f  o r a to r io  a r ia s  o r in  develop ing  
a handbook of song l i t e r a t u r e .
In  th e  contem porary m usic sch o o l, th e  vo ice  in s t r u c to r  
u s u a lly  has an ex trem ely  heavy te a c h in g , coaching and p e r ­
form ing sch ed u le . As a r e s u l t ,  th e  te a c h e r  has to  p u t in  
e x tra  h o u rs , and o f te n  th e  s tu d e n t does n o t g e t adequate 
i n s t r u c t io n  in  a l l  a rea s  o f  s in g in g . I t  i s  hoped th a t  
th e  use o f t h i s  handbook w i l l  h e lp  to  so lv e  a sm all p a r t  
o f t h i s  problem . I f  th e  s tu d e n t , when assig n ed  an a r i a  
from th e  handbook, w i l l  c a r e f u l ly  s tudy  and le a rn  ev ery ­
th in g  in  th e  handbook which d e a ls  w ith  th a t  a r i a ,  he w il l
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i n t e r p r e t  th e  a r ia  a c c u ra te ly ,  so o n er, and he should  be 
know ledgeable and b e t t e r  ab le  to  understand  a d d it io n a l  
comments which the  te a c h e r  m ight make concerning  th e  a r i a .
However, a word o f c a u tio n . The s in g e r  should  remem­
b e r th a t  t h i s  handbook i s  on ly  a guide fo r  o rgan ized  
le a rn in g  and fo r  a c c u ra te  perform ance. When u s in g  the  
handbook, th e  s in g e r  should  ta k e  what i t  has to  o f f e r ,  
bu t th en  apply  h is  own im ag in a tio n  and in te r p r e t iv e  
a b i l i t y .  This i s  p a r t i c u la r ly  t r u e  concerning the  sec ­
t io n  of th e  handbook which d ea ls  w ith  the  p ro fe s s io n a l  
perform ances o f the  a r i a s .  This s e c tio n  should  be used 
only  as a guide to  p o s s ib le  in t e r p r e ta t io n ,  n o t as a 
mandate fo r  mimicking.
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A SINGER'S HANDBOOK OF BASS OPERATIC ARIAS 
CHAPTER I  
ITALIAN ARIAS
BELLINI, VINCENZO ("Vi r a w is o " )
Sonnambula, La (The S leepw alker) ,  opera in  th re e  a c ts .  
L ib re t to  by F e lic e  Romani. P rem iere : T eatro  C arcano,
M ilan, March 6 , I 83I .  American p rem ie re : Park T h e a te r ,
New York, November 13» 1835»
C h arac te rs :
L isa , h o s te s s  o f th e  v i l l a g e  in n  (soprano)
A le s s io , a young p easan t in  lo v e  w ith  L isa (b ass) 
Amina, a v i l l a g e  maiden (soprano)
T eresa , owner o f th e  v i l l a g e  m i l l ,  f o s te r  m other 
o f Amina (soprano)
E lv in o , a young farm er b e tro th e d  to  Amina ( te n o r)  
N otary ( te n o r)
Count R odolfo , lo rd  of th e  manor (bass)
V illa g e rs  and P easan ts
The s e t t in g  i s  a Swiss mountain v i l l a g e  in  th e  n in e ­
te e n th  c en tu ry .
P lo t 
Act I
Scene: The o u t s k i r t s  of a Swiss v i l l a g e .  P easan ts
g a th e r  fo r  th e  b e t r o th a l  o f Amina to  E lv in o . Only L is a , 
j i l t e d  by E lv in o , r e s e n ts  th e  c e le b ra t io n ;  she ig n o re s
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h e r  c u r re n t s u i t o r ,  A le s s io , who jo in s  th e  o th e rs  in  a 
se ren ad e  p ra is in g  th e  co u p le . Amina a r r iv e s  f i l l e d  w ith  
excitem ent and thanks h e r  f r ie n d s  f o r  t h e i r  k indness; 
em bracing T e resa , she ex p resses  the joy  th e  day has b rough t. 
E lv in o  e n te r s ,  e x p la in in g  th a t  he stopped  to  pray  a t  h is  
m o th e r 's  g rave, ta k e s  Amina's hand and g iv es h er h is  
m o th e r 's  wedding r in g  w ith  a bouquet o f  f lo w e rs . The 
lo v e rs  vow e te r n a l  d ev o tio n . No sooner has E lvino s e t  th e  
wedding fo r  th e  n e x t morning than  a m y s te r io u s , w e ll-  
d re sse d  s tra n g e r  a r r i v e s .  The s tr a n g e r  i s  Count R odolfo, 
who l e f t  th e  v i l l a g e  as a la d .  In  th e  famous a r ia  "Vi 
• r a w is o "  Count Rodolfo r e c a l l s  th e  scenes o f h is  you th , 
w h ile  th e  c u r io s i ty  o f th e  v i l l a g e r s  in c re a s e s .  He p r a is e s  
Am ina's beau ty  and says she rem inds him of someone he loved  
lo n g  ago, th u s  i n c i t i n g  E lv in o 's  je a lo u sy . As tw i l ig h t  
f a l l s , T eresa  warns everyone th a t  th e  hour approaches when 
a phantom haun ts th e  v i l l a g e ;  th e  o th e rs  in  tu rn  d e sc rib e  
th e  a p p a r i t io n  to  R odolfo . P rom ising to  in v e s t ig a te ,  he 
le a v e s  f o r  L i s a 's  in n  as the o th e rs  d is p e rs e .  Amina r e ­
mains behind w ith  E lv in o , who co n fesses  he i s  je a lo u s  even 
o f th e  b reezes  t h a t  c a re s s  h e r .  The lo v e rs  b id  each o th e r  
a te n d e r  good n ig h t .
Act I I
Scene: A room a t  th e  in n . Rodolfo comments th a t  he
i s  c o n ten t to  spend a n ig h t in  so sym pathetic  a town.
L isa  b r in g s  news th a t  he has been reco g n ized  as th e  Count
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and t h a t  th e  v i l l a g e r s  a re  coming to  pay t h e i r  r e s p e c t s .
A b r i e f  f l i r t a t i o n  between them ends when they  hear a 
n o is e  a t  the  window. L isa  s c u r r ie s  from th e  room, drop­
p in g  h e r  h a n d k e rch ie f ,  which Rodolfo p la c e s  on th e  bed. 
Amina sleepw alks th ro u g h  a s id e  door, dreaming of h e r  
m arriag e .  Though Rodolfo i s  tempted to  s t e a l  a k i s s ,  he 
r e f r a i n s ,  charmed by the  "phantom." L isa  s l i p s  back fo r  
a moment, sees h e r  r i v a l ,  and h u r r ie s  o f f  to  t e l l  th e  
v i l l a g e r s .  Amina, c a l l i n g  E lv in o 's  name, s in k s  back on 
th e  C oun t 's  bed in  deep s le e p ;  Rodolfo p ru d en tly  leav es  
as th e  v i l l a g e r s  a r r i v e ,  l e d  by A le s s io .  E lv ino , th u s ,  
d isc o v e rs  Amina in  a compromising s i t u a t i o n  befo re  she 
wakens, and d e s p i te  h e r  p r o te s t a t i o n s  of innocence, he 
denounces h e r ,  seconded by a l l  bu t T e resa .  The engagement 
broken, Amina f a i n t s  as E lv ino  ru sh es  o u t .
Act I I I
Scene: Outside of town. The v i l l a g e r s  who have been
persuaded  by Teresa  a re  on t h e i r  way to  ask th e  Count's  
h e lp  i n  proving Amina's innocence. They pause a t  a c le a r in g  
in  th e  woods. Amina and Teresa  soon fo l lo w , on the  same 
m iss io n .  Seeing her  former s w e e th e a r t 's  farm in  th e  d i s ­
ta n c e ,  Amina r e c a l l s  h e r  l o s t  days o f joy . Elvino e n te rs  
in  d e s p a i r ,  bu t when Amina approaches him, he again  spurns 
h e r .  D is ta n t  v o ices  shou t t h a t  th e  Count can prove Amina's 
innocence; th e  name o f  h i s  supposed r i v a l  d r iv e s  E lv ino  to  
w res t  h i s  r in g  from th e  g i r l ' s  f in g e r .  He b ears  h e r  no
23
h a t r e d ,  he t e l l s  h e r ,  and then  ru sh es  away, c ry in g  t h a t  he 
can never fo rg e t  h e r .
The scene changes. At dawn, by T e re s a 's  m i l l ,  L isa  
t e l l s  A less io  she in te n d s  to  marry E lv in o .  The v i l l a g e r s  
c o n g ra tu la te  h e r  as E lv ino  a r r iv e s  f o r  t h e i r  wedding. To 
c l e a r  Amina's name, Rodolfo s te p s  forw ard to  e x p la in  she 
i s  a somnambulist. E lv in o ,  unconvinced, p rep a re s  to  le a v e  
w ith  L isa ,  bu t Teresa  emerges from th e  m i l l ,  a sk ing  q u ie t :  
Amina, exhausted w ith  g r i e f ,  has f a l l e n  in to  a deep s le e p .  
L isa  f l a u n ts  h e r  v i c t o r y ,  prompting Teresa  to  tu rn  th e  
t a b le s  on h e r  by showing th e  h an d k erch ie f  which she found 
on th e  C ount's  bed. As Elvino looks toward Rodolfo in  
bew ilderm ent, Amina i s  seen s leepw alk ing  on th e  m i l l  r o o f .  
The v i l l a g e r s  gasp a p ra y e r  as the  g i r l  momentarily lo s e s  
h e r  fo o t in g  on th e  narrow  b r id g e  t h a t  spans th e  m i l l s t r e a m .  
S a fe ly  a c ro s s ,  Amina wanders down a s te e p  h i l l  to  th e  
g reen , lam enting  t h a t  h e r  wedding day w i l l  never  come.
She looks a t  E lv in o ' s f low ers  and compares them to  h e r  
faded  lo v e .  The c o n t r i t e  Elvino p la c e s  h i s  r in g  on h e r  
f in g e r  and k n ee ls  a t  h e r  f e e t .  At R o d o lfo 's  s ig n a l ,  th e  
v i l l a g e r s  awaken Amina, who s in g s  h e r  d e l ig h t  a t  f in d in g  
h e r  happiness  r e s to r e d .
D e ta i l s  o f  Scene Leading to  
and In c lu d in g  A ria
As Elvino and Amina a re  announcing p lan s  f o r  t h e i r  
approaching wedding, they  a re  i n t e r r u p te d  by th e  sounds
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of g a l lo p in g  horses  and c rack ing  whips. A few moments 
l a t e r  Count Rodolfo, a s t r a n g e r  to  everyone, s t r i d e s  
th rough  the crowd, approaches L isa ,  and asks how f a r  to  
the  manor. She t e l l s  him th a t  i t  i s  about th r e e  m ile s ,  
adding t h a t  because o f th e  bad co n d it io n  of th e  ro a d s ,  
he can n o t  p o s s ib ly  make i t  b e fo re  dark . She i n v i t e s  him 
to  spend th e  n ig h t  a t  t h e  in n .  Looking around, Rodolfo 
muses over the  f a m i l i a r  landmarks—the m i l l ,  th e  fo u n ta in ,  
th e  f i e l d s .  In th e  a r i a  "Vi r a w i s o , "  he abandons him­
s e l f  to  th e  memories which th e s e  scenes b r in g  back t o  him. 
Though th e y  in s p i r e  p le a s a n t  r e c o l l e c t i o n s ,  he r e f l e c t s ,  
they  a lso  b r in g  th e  p a in  of knowing th a t  th e  happy days of 
h i s  youth a re  gone, never to  r e t u r n .  In  an accompanying 
chorus, the  v i l l a g e r s  comment t h a t  Rodolfo, a l though  a 
s t r a n g e r  to  them, i s  no s t r a n g e r  to  the  v i l l a g e  and th a t  
he seems to  be h a rb o r in g  some s e c re t  g r i e f .
R o d o lfo 's  a r i a  i s  s e t  i n  th e  square of a l i t t l e  Swiss 
v i l l a g e  in  the  Alps. To the  l e f t ,  a h igh  m oss-covered 
rock  r i s e s  to  form a s i l h o u e t t e  a g a in s t  the  le n g th en in g  
evening shadows. To th e  r i g h t ,  a pathway le a d in g  up a 
s te e p  h i l l  to  T e re s a 's  m i l l  can be seen . A la k e  n e s t l e d  
among d i s t a n t  m ountains, b e fo re  which r i s e  s le n d e r  p ine  
t r e e s ,  forms th e  back drop.
D esc r ip t io n  o f  C harac te r  Singing A ria
Count Rodolfo i s  handsome and d ressed  in  th e  f a s h io n ­
ab le  c lo th in g  of the  e a r ly  n in e te e n th  cen tu ry .  As he
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a r r i v e s ,  he i s  wearing t i g h t - f i t t i n g  r id in g  b reeches  and 
t a l l ,  b la c k  r id in g  b o o ts .  He a lso  has on a w e l l - t a i l o r e d  
j a c k e t ,  a w hite  s h i r t  w ith  l a c e  in la y  and la c e  c u f f s ,  and 
a brocaded v e s t .  He i s  c a r ry in g  a t r a v e l in g  cape.
One can t e l l  from R o d o lfo 's  thoughts  expressed  in  th e
a r i a  t h a t  he i s  in c l in e d  to  be rom antic  and s e n t im e n ta l ,  
bu t a t  th e  same time r e a l i s t i c .  One can a lso  t e l l  from 
th e  f a c t  t h a t  he does n o t tak e  advantage of Amina w hile 
she i s  s leepw alk ing  in  h i s  bedroom t h a t  he i s  a gentleman.
His c h a ra c te r  i s  of h ig h  q u a l i t y ,  and when th a t  c h a ra c te r
i s  q u e s tio n ed ,  he shows d e te rm in a tio n  in  p rov ing  a l l  
a c c u sa t io n s  f a l s e .
L i t e r a l  T ra n s la t io n  and IPA T ra n sc r ip t io n *
I  re c o g n iz e  you, p le a sa n t  s i t e s ,  in  which I  joyed , in
which I  was se ren e ,
Vi r a w i s o ,  o luogh i ameni, In  cu i l i e t i ,  in  cu i  s e r e n i ,
Vi r a v v i z ’ o  o l u o d j i  a m e n !  ; n Ku i  l i f i + i  i n  K u '  i f i r e n !
Yes t r a n q u i l ,  i n  p a s t  days, o f  my e a r l i e r ,  of my e a r l i e r  
you th .
S i t r a n q u i l l e ,  i  d l  p a s s a i ,  D e lla  prima, d e l l a  prima
I j i  passa.'' pr.'ma j&lla  prima.
JjovEn+u,
Beloved s i t e s ,  I  f in d  you. Beloved s i t e s ,  I  f in d  you,
C ari lu o g h i ,  io  v i  t r o v a i ,  C ari lu o g h i ,  io  v i  t r o v a i ,
K a r i  l u o d j i  io  vi 4 r o V a i  k a r i  | u a d j '  ID v i  - f r a v i i
♦Key to  IPA symbols used in  t r a n s c r ib in g  I t a l i a n  i s  
found on page 93•
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But th o se  days no more w i l l  I  f in d .  I  reco g n ize  you, 
p le a s a n t  s i t e s ,
Ma quei d i  non t ro v o  p iu .  Vi r a w i s o ,  o lu o g h i ameni, 
iHrtûL Kwei dl non froVo pjw i/i ra.vviz.iJ o lijiùdji amen!
In  which I  joyed i n  p a s t  days, Of my e a r l i e r  youth .
In  cu i l i e t i  i  d i  p a s s a i ,  D e lla  prima g ioven tù .
In KhI ; j :  jjr\mo. d j o v c n f u
Beloved s i t e s ,  I  f in d  you. Beloved s i t e s ,  I  f in d  you,
C ari  lu o g h i ,  io  v i  t r o v a i ,  C ari  luogh i io  v i  t r o v a i ,
Kgurl l u o d j i  io \Ji K&f' io
But th o se  days no more w i l l  I  f in d .  Beloved s i t e s ,  I  f in d  
you.
Ma quei d i  non trovo  p iu ,  Cari luoghi io  v i  t r o v a i ,  
rOfiL Xv/£«'cli n o n +rôVo p ju  Ka/' Iwodjî Io vi-j-rova..’
But th o se  days no more w i l l  I  f in d ,  no more f in d ,  no f in d ,  
no more f in d .
Ma quei d i  non trovo  p iu ,  non tro v o ,  p iu ,  non tro v o ,  non 
t ro v o  piuc I
fna. Kwci j ; non -fravo fj** non 4-rdVo pj** pAfi
■froVô f jw
D iscuss ion  of S ty le  
"Wagner c a l le d  n in e te e n th -c e n tu ry  I t a l i a n  opera a 
' p r o s t i t u t e , ' "  Whether n in e te e n th -c e n tu ry  I t a l i a n  opera 
was an " o p e ra t ic  p r o s t i t u t e "  o r an " o p e ra t ic  p e r s o n i f i c a ­
t i o n , "  one th in g  i s  c l e a r ,  i t  l e f t  i t s  meirk on th e  o p e ra t ic  
w orld . As one o f  the  fo u r  p i l l a r s  of n in e te e n th -c e n tu ry  
I t a l i a n  opera, whose works have s tood th e  t e s t  of tim e, 
i t  i s  a reasonab le  assumption t h a t  B e l l i n i  d id  h is  p a r t  
in  making t h i s  mark.
^A lfred  E in s te in ,  Music i n  the  Romantic Era (New 
York: ¥ ,  W. Norton and Company, 194?J, p .  26?.
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Since "Vi r a w i s o "  i s  a t y p i c a l  B e l l i n i  a r i a ,  a d i s ­
cuss ion  o f  B e l l i n i ' s  g e n e ra l  o p e ra t ic  s ty l e  w i l l  be d i r e c t l y  
a p p l ic a b le  t o ' t h i s  p a r t i c u l a r  a r i a .
V erd i,  in  a l e t t e r  to  Camille B e l la ig u e ,  May 2, I 898 , 
t r i e d  to  express  i t  th u s :
True, B e l l i n i  i s  poor in  in s t ru m e n ta t io n  and h a r ­
mony . . . bu t r i c h  in  f e e l in g  and in  a melancholy 
q u i te  h i s  own, q u i te  in d iv id u a l .  Even in  h is  l e s s  
well-known o p e ra s , in  La S t r a n i e r a , in  I I  P i r a t a , 
t h e r e  a re  lo n g ,  long  m elodies such as no one b efo re  
him has w r i t t e n .  . . .
B e l l i n i  brought to  p e r f e c t io n  the  type of a r i a -  
opening and a r ia -d e v e lo p m e n t- th a t  r i d i n g  upon th e  
see-saw  of th e  o r c h e s t r a ,  a f t e r  which th e  vocal so lo  
b e g in s ,  w ith  a s o f t  le a p  o f  a fo u r th  in  d o t te d ,  
s t r i d i n g  rhythm s, i n  s o f t  beg inn ing  and smooth dying- 
away o f  the  f i o r i t u r a , i n t e n s i f i e d  i n  waves, c a r r i e d  
on by the  sound of o th e r  v o ic e s  o r o f  th e  chorus. 
B e l l i n i ' s  operas were based  upon th e  human v o ic e .
They a re  no t " o r c h e s t r a l  o p e ra s ;"  they  know no sym­
phonic accompaniment.1
"Vi r a w i s o "  i s  an id e a l  a r i a  fo r  a young b a s s .  The 
l im i te d  range h e lp s  guard a g a in s t  s t r a i n ,  and the  sh o r tn e s s  
o f  th e  a r i a  h e lp s  p rev en t  ex c e ss iv e  f a t i g u e .  Without th e se  
v o ca l hazards  to  contend w ith ,  th e  c a n ta b i le  le g a to  s t y l e ,  
which i s  employed in  every  p h rase  o f th e  a r i a ,  c a l l s  fo r  
smooth, even s in g in g  which w i l l  u l t im a te ly  produce a vo ice  
having  complete command of th e  t o t a l  range  and a smooth, 
re so n a n t  q u a l i ty  v o id  o f  h a rsh n ess  and s t r a i n .
When sung w ith o u t chorus, th e  a r i a  ends in  th e  tw enty- 
e ig h th  measure p reced in g  th e  6/8  a l l e g r o  s e c t io n .
2
A lfred  E in s te in ,  0£ . c i t . , pp. 267- 8 .
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Complete Opera Recordings
P a g l iu g h i ,  T a g l i a v in i ,  Capuana ( I t a l i a n ) ,  3 r e c o rd s ,  
E v e re s t /C e tra  435/3*
S u th e r lan d ,  M onti, Bonynge, Maggio M usicale F lo re n t in e  
( I t a l i a n ) ,  3 r e c o rd s ,  London 4365, 1365»
C o l le c t io n s  In c lu d in g  Aria
C h a l ia p in ,  Feodor. W orld 's  G re a te s t  S ing ing  A cto r ,  Tap 
309.
De Seguro la , Twenty Bassos-Twenty A r ia s . Tap 312,
S ie p i ,  Cesare, O p era tic  R e c i t a l . C e tra  30035°
R ela ted  Readings
Cambi, Luisa . B e l l i n i . Milano: Mondadori, 1934.
de F e r r i o l ,  A nto ine . La Somnambule, P a r i s :  P r a u l t  f i l s ,
1739.
Gray, C e c il .  "Vincenzo B e l l i n i . "  Contingencies  and Other 
E ssays . London: Oxford U n iv e r s i ty  P re s s ,  1947.
Lloyd, William A. Vincenzo B e l l i n i ,  a Memoir. London: 
S i s l e y ' s ,  I 908.
DONIZETTI, GAETANO ("D alle  s ta n z e ,  ove Lucia")
Lucia d i  Lammermoor, opera in  th r e e  a c t s .  L ib r e t to  
by S a lv a to re  Cammarano, based on S i r  W alter  S c o t t ' s  n o v e l  
The Bride of Lammermoor. Prem iere: San C arlo , N ap les ,
September 26, 1835° American p rem ie re :  Théâtre  d 'O r lé a n s ,
New O rleans, December 28, l8 4 l .
C harac te rs  :
Lord Enrico  Ashton of Lammermoor (b a r i to n e )
Lucia , h i s  s i s t e r  (soprano)
Raimondo, ch ap la in  of Lammermoor (bass)
Edgardo, m aster  o f  Ravenswood ( te n o r)
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Lord Arturo Bucklaw ( te n o r)
A l is a ,  L u c ia 's  companion (soprano)
Normanno, fo l lo w e r  of Lord Ashton ( te n o r)
Followers of Ashton; In h a b i ta n ts  o f  Lammermoor
The s e t t i n g  i s  S co tlan d  towards the  end of th e  seven­
te e n th  cen tu ry .
P lo t  
Act I
Scene 1: A wood. Normanno informs Lord Ashton th a t
t h e re  i s  a prow ler on t h e  grounds o f Lammermoor C as tle  and 
t h a t  he su sp ec ts  th e  i n t r u d e r  to  be Edgardo. Normanno 
f u r t h e r  d is c lo s e s  t h a t  Lord A shton 's  s i s t e r ,  Lucia , has 
been m eeting the  i n t r u d e r .  Ashton vows to  d e s tro y  Edgardo, 
h i s  m orta l enemy.
Scene 2: A park  n e a r  the  c a s t l e .  Awaiting h e r  lo v e r ,
Lucia s in g s  of an a p p a r i t io n  she b e l ie v e s  she has seen of 
a young woman long ago murdered by one of th e  Ravenswoods. 
Her gloomy mood l ig h te n s  as she th in k s  of Edgardo. When 
Edgardo appears , he has news th a t  he has been ordered  to  
F rance . He proposes t h a t  he v i s i t  Lord Ashton and confess 
h i s  love of Lucia. Lucia i n s i s t s  t h a t  such a m ission 
would be f u t i l e .  The lo v e r s  b id  each o th e r  a p a s s io n a te  
f a r e w e l l .
Act I I
Scene 1: An anteroom in  Lammermoor C a s t le .  Lord
Ashton i s  determined to  smash the love a f f a i r  of h i s  s i s t e r
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and Edgardo, s ince  he p la n s  to  so lve  h i s  own f in a n c i a l  
problems by marrying h i s  s i s t e r  to  w ealthy  Lord Arturo 
Bucklaw. He shows Lucia a l e t t e r  he has fo rg ed  in  
Edgardo 's  hand. Reading i t ,  Lucia m is tak en ly  b e l ie v e s  
t h a t  Edgardo has d e se r te d  h e r .  D is trau g h t  by g r i e f ,  Lucia 
consen ts  to  marry Bucklaw.
Scene 2: The c a s t l e ' s  g re a t  h a l l .  Before an assem­
b lage  o f  k n ig h ts  and l a d i e s ,  Lucia s ig n s  th e  m arriage 
c o n t r a c t  t h a t  makes h e r  Lord Bucklaw's w ife .  An armed 
s t r a n g e r  b o ld ly  s ta lk s  in to  th e  h a l l .  C o n s te rn a tio n  p r e ­
v a i l s  when he i s  recogn ized  as Edgardo, In  th e  famous 
s e x t e t ,  Edgardo wonders what r e s t r a i n s  him from an a c t  
of vengeance; Lucia v o ices  h e r  d e sp a ir  a t  h e r  b r o th e r ' s  
t r e a c h e ry ;  Enrico v o ices  compassion fo r  h i s  s i s t e r ' s  
p l i g h t  ; Raimondo, the  k in d ly  ch ap la in ,  invokes the  a id  
of heaven; A lisa ,  L u c ia 's  companion, and A rturo  Bucklaw, 
h e r  husband, express th e  hope th a t  th e r e  w i l l  be no b lood­
shed, When Edgardo f i n a l l y  r e a l i z e s  how r u t h l e s s l y  he has 
been t r e a t e d ,  he cu rses  th e  e n t i r e  Lammermoor fam ily  and 
ru sh es  away.
Act I I I
Scene 1: The tower of Ravenswood, Lord Ashton,
ben t on avenging th e  honor of h is  household , comes to  
Ravenswood c a s t le  to  ch a llen g e  Edgardo to  a d u e l .  As a 
storm r a g e s ,  bo th  Ashton and Edgardo vow vengeance.
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Scene 2: The h a l l  of Lammermoor. The wedding f e s t i ­
v i t i e s  o f Lucia and Lord Bucklaw a re  be ing  c e le b ra te d .  
Raimondo a b ru p t ly  appears  w ith  th e  g h a s t ly  news t h a t  
Lucia has s l a i n  h e r  husband and gone mad ("D alle  s tan z e ,  
ove L u c ia " ) .  As i f  in  c o n f irm a t io n ,  Lucia e n te r s  the
h a l l ,  d re ssed  in  a long w hite  gown. She r a g e s ,  uncon­
sc io u s  of h e r  su rro u n d in g s .  She b e l ie v e s  t h a t  Edgardo 
i s  w ith  h e r  and t h a t  th e y  a re  b e in g  m arried .  She even 
m istakes  h e r  b r o th e r  fo r  Edgardo. P a t h e t i c a l l y ,  she begs 
t h a t  a f low er be p laced  on h e r  grave and t h a t  no t e a r s  be
shed . Swooning, she f a l l s  in to  th e  arms of th e  f a i t h f u l
A l i s a .
Scene 3: The b u r i a l  ground of the  Ravenswoods. Not
knowing th e  f a t e  t h a t  has  b e f a l l e n  Lucia , Edgardo laments 
th e  f ic k le n e s s  o f  h i s  loved one and longs f o r  dea th .  
Mourners from Lammermoor p a s s .  From them, Edgardo le a rn s  
o f  L u c ia 's  madness. He i s  about to  ru sh  to  h e r  s id e  when 
a  t o l l i n g  b e l l  announces th a t  she i s  dead. Aware now th a t  
Lucia has never  f a l t e r e d  in  h e r  lo v e  f o r  him, Edgardo 
promises h e r  s p i r i t  t h a t  they  w i l l  never  be p a r te d  again . 
He th en  s ta b s  h im se lf  and d ie s .
D e ta i l s  o f  Scene Leading to  •. 
and .:Incl.ujding .'Aria
The f i r s t  scene of th e  f i n a l  a c t  i s  s e t  in  a la rg e  
h a l l  or ba llroom  o f  dark oak. The lau g h in g , d r in k in g ,  
dancing , and s in g in g  of th e  wedding f e s t i v i t i e s  a re
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suddenly  in te r r u p te d  as Raimondo appears  a t  th e  top  of the  
la r g e  c e n t r a l  s t a i r c a s e ,  look ing  p a le  and te n s e .  I n  a 
d ram atic  r e c i t a t i v e ,  he c a l l s  f o r  th e  merriment to  s to p .
As th e  g u es ts  g a th e r  around, he beg ins  th e  famous "D alle  
s ta n z e ,  ove Lucia" t e l l i n g  th e  t r a g i c  s to r y  o f  how Lucia 
murdered A rtu ro .
D e sc r ip t io n  o f  C h a rac te r  S ing ing  A ria  
Raimondo i s  u s u a l ly  seen w ith  w h ite  h a i r  and a long 
flow ing  beard . His costume i s  sim ply  a f u l l ,  b la c k  cape 
which comes to  th e  f l o o r .
The k in d ,  com passionate , u n d e rs tan d in g ,  and w ise 
r e l i g i o u s  le a d e r  o f  th e  Lammermoor fa m ily  i s  a l s o  L u c ia 's  
f a i t h f u l  t u t o r .  He i s  deeply  g r ie v e d  by the tw is t e d  events  
which make Lucia unhappy and which f i n a l l y  le a d  to  h e r  
d e a th .
L i t e r a l  T ra n s la t io n  and IPA T ra n sc r ip t io n *
Stop, ah, s top  t h i s  g ladness!  S top , s top!  A v i o l e n t  
event !
C e ss i ,  ah, c e s s i  quel con ten to !  C e s s i ,  c e s s i !  Un f i e r o
i j T s s T \  K jn irn io  -l-Jcssî + jfss ' lAn f 'C r o
eVfn+D
From th e  rooms, where Lucia went w ith  h e r  husband, a 
D alle  s ta n z e ,  ove Lucia t r a t t a  a vea col suo c o n s o r te ,  un
dfcHe Dve i 'ra#* . a. W  smo %%
*Key to  IPA symbols used i n  t r a n s c r ib in g  I t a l i a n  i s  
found on page 93»
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cry , a scream came th rough  the  door, l i k e  man near  death! 
Running
lamento un g r id o  u s c ia ,  come d'uom v ic in o  a morte! C orsi
Ko^fi duona K)fYi
q u ick ly  in to  t h e i r  room— ah! t e r r i b l e  d i s a s t e r !  S tre tc h e d
r a t t o  in  q u e l le  muia—a h i  t e r r i b i l e  sc ia g u ra !  S teso  A rturo
rdt+D in lie nr^ ur^  «.I •^ fr r ib l le  a.r4-uro
out on th e  f lo o r  was A r tu ro ,  s i l e n t ,  l i f e l e s s ,  s ta in e d  
a l  suo l g iaceva muto, f re d d o ,  in san g u in a to !  e Lucia
Oil Juol Ÿ'fiééo inîû.njwînflL'Vo 6 lu 4 j '* '
w ith  blood! and Lucia h e ld  t i g h t l y  in  h e r  hand the  dagger
she had used fo r  th e  murder!
I ' a c c i a r  s t r in g e v a ,  che f u  g ià  de l t r u c id a to !  E l la  in  me
r dja. d l l  i r w i j i & f D  Hla. in
As h e r  eyes looked a t  me she s a id ,  "Oh my husband, where?" 
s h e ' s mad !
l e  l u c i  a f f i s s e —" I I  mio sposo , ov' e?" mi d i s s e ,  e n e l  
v o l to  suo ,  ^ I
l e  )w4 | ;  af^lssi I* OV e  m: d ' f f a  & nil
y^ / 4 o suo
and as she tu rned  a p a le  sm ile  broke ac ro ss  h e r  face!  
wretched of
p a l l e n t e  un s o r r i s o  b a le n o ! I n f e l i c e !  d e l l a  mente l a
pCMknïc%^n s j r r f z o  b&ltno d c j k  min^e \<l
V'r-Vttdt ft.
th e  mind, happiness  f o r  h e r  i s  gone. For h e r ,  f o r  h e r ,  
w retched, w retched, o f  th e  mind,
l e i  manco, a l e i ,  a l e i ,  i n f e l i c e ,  i n f e l i c e !  d e l l a  mente
Ie,' rnanko ol \ i i  a, \ t l  in^eli^Jd delU •
h a p p in e s s , fo r  h e r  i s  gone! 
l a  v i r tu d e  a l e i  manco!
lot V i r W c  OL le i  man 1^ 0
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D iscussion  of S ty le  
The a r i a  "D alle  s ta n z e ,  ove Lucia" i s  p roo f  of the  
f a c t  t h a t  D o n iz e t t i  p laced  overwhelming importance on th e  
development o f melody and simple accompaniment » D o n iz e t t i  
s a id ,  " I f  you want to  f in d  out i f  a c e r t a i n  p ie c e  o f music 
i s  good, p lay  the  melody w ithout th e  accompanimento"^
Because of i t s  melodic beauty,^ t h i s  a r i a  has become 
p o p u la r  as a co n cer t  a r i a .  The s in g e r  s tudy ing  t h i s  a r i a  
should  be aware t h a t  when performed in  concert o r  r e c i t a l ,  
the  a r i a  i s  sometimes ended w ith  th e  cadenza which p r e ­
cedes th e  maestoso s e c t io n  in  2 /4  meter « The maestoso and 
p iu  mosso s e c t io n s  a re  b e a u t i f u l ;  however, they  a re  gen­
e r a l l y  more s u c c e s s fu l  when performed w ith  chorus, as they  
would be in  a performance of the  opera .
The f i r s t  tw elve measures o f th e  a r i a  a re  sung i n  a 
v e ry  declam atory s t y l e .  Some s in g e r s  make the m is take  o f 
th in k in g  th a t  declam atory  s in g in g  i s  mainly f u l l  v o ice  
"b a rk in g ,"  F u l l  v o ice  "sing ing"  i s  used , bu t th e  prim ary 
n e c e s s i ty  in  execu ting  declamatory s in g in g  i s  th e  ov er­
pronouncement o f  consonants .  Not only  a re  over-pronounced 
consonants the  key to  acc u ra te  declam atory s in g in g ,  but 
th ey  a re  a lso  p re v e n ta t iv e  of h oarseness  and o u t - o f - l in e  
v o ices  which may r e s u l t  from declam atory  s in g in g .
Beginning in  the  t h i r t e e n t h  measure w ith th e  m aes toso ,
^B oris  Goldovsky, Accents on Opera (New York: F a r r a r ,
S tra u s  and Young, 1953) i p- 124.
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th e  s t y l e  becomes l e g a t o , and the  tempo remains s tea d y  
u n t i l  measure tw e n ty - f iv e .  In t h i s  measure performance 
t r a d i t i o n  c a l l s  f o r  a fe rm â ta on th e  second beat ( th e  no te  
i s  £ - s h a rp  one and the  s y l l a b l e  i s  " r a " ) .  At th e  poco p iu  
in  measure tw en ty -n in e  th e  tempo p icks  up s l i g h t l y ,  and 
a lthough  s t i l l  l e g a t o , th e  a r i a  should  be sung w ith  more 
a g i t a t i o n  and a n x ie ty  a t  t h i s  p o in t  in  th e  i n t e r p r e t a ­
t i o n .  In  measure t h i r t y - o n e  the le g a to  maestoso r e t u r n s ,  
and th e  tempo remains s te a d y  u n t i l  th e  fe rm âta on b e a t  one 
of measure t h i r t y - n i n e .  The cadenza beg ins  in  measure 
f o r t y - f o u r .
I t  has become t r a d i t i o n a l ,  i n  t h i s  a r i a , a s  in  many 
D o n iz e t t i  a r i a s ,  f o r  a s in g e r  to  modify e x i s t in g  cadenzas 
or w r i te  an e n t i r e l y  new one which w i l l  show o f f  h i s  
p a r t i c u l a r  t e c h n ic a l  s k i l l .  Here a re  examples of th re e  
d i f f e r e n t  cadenzas which a re  o f te n  used in  t h i s  a r i a :
l Z Z I l E I :
La  A Lei / I a S - c I ! U  L£t I
C O  -£
I T
■ V ' i f ' l  1 1 D 1 j " Em a?
/lul III
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I t  i s  a lso  t r a d i t i o n a l  f o r  the  t e x t  a t  the  beg inn ing  
of th e  r e c i t a t i v e  to  be sung as fo llo w s :
r - — f - i  J  0 ^ “ f -
— k - — M - L I* W —
Beginning w ith  the  words "Un F ie ro  e v e n to ,"  the  t e x t  i s  
sung as  w r i t t e n .
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MOZART, WOLFGANG AMADEUS ("Non p iu  a n d ra i" )
Nozze d i  F ig a r o , Le (The M arriage of F ig a ro ) , opera 
b u f fa  in  fo u r  a c t s .  L ib r e t to  by Lorenze da Pon te , based 
on Beaum archais 's  Le m arriage de F ig a ro . P rem iere: Burg-
t h e a t e r ,  Vienna, May 1, I 786 . American p rem iere: p o s s ib ly
as e a r ly  as 1799 i n  New York, though a p r e s e n ta t io n  a t  the  
Park  T heater in  New York on May 10, 1824, was then  claimed 
to  be th e  f i r s t  in  America.
C harac te rs  :
Count Almaviva (b a r i to n e )
Countess Almaviva (soprano)
Cherubino, th e  C oun t 's  page (soprano)
F ig a ro ,  the  C oun t 's  v a l e t  (bass  b a r i to n e )
Dr. B a r to lo  (bass)
Don B a s i l i o ,  a music m aster  ( te n o r)
Susanna, head w a i t in g  woman to  th e  Countess 
(soprano)
M arce ll ina  (mezzo soprano)
Antonio, gardener  (bass)
B arbarina ,  h i s  daugh te r  (soprano)
Don C urzio , a c o u n s e lo r -a t - la w  ( te n o r)
P e a sa n ts ,  Townspeople, Servants
The a c t io n  ta k e s  p la c e  a t  Count Almaviva's ch a teau  
n e a r  S e v i l l e ,  Spain , in  th e  sev en teen th  cen tu ry .
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P lo t
Act I
Scene: The apartm ent a ss igned  to  F igaro  and Susanna»
F igaro  i s  about to  be m arried  to  Susanna, and the  Count 
has a ss ig n ed  them q u a r te r s  co n v en ien tly  near h i s  own 
apartment» When Susanna suggests  t h a t  the reason  f o r  the  
assignment of th e se  p a r t i c u l a r  q u a r te r s  i s  because the  
Count has a rom antic  i n t e r e s t  in  h e r ,  F igaro  i s  a t  f i r s t  
concerned; then  he remarks l i g h t l y  t h a t  he knows how to  
handle  h is  master» There a re  o th e r  com plica tions  to  
F ig a r o 's  marriage» He has borrowed money from M arce ll in a  
and s igned  a c o n t r a c t  prom ising to  marry h e r  i f  he f a i l s  
to  repay  her» B a r to lo  and M arce l l in a  a r r iv e  d is c u s s in g  
t h i s  c o n t ra c t  and th e  b e s t  way of implementing i t»
Susanna, su sp ic io u s  o f  M a rce l l in a ,  makes h e r  f e e l in g s  
known to  h e r  r i v a l . They exchange b i t t e r  words a f t e r  
which M arce ll in a  le a v e s  in  a h u f f .  Cherubino e n te r s ,  
lam enting  the f a c t  t h a t  the  Count i s  about to  send him 
away f o r  embracing B arb ar in a .  The page, however, i s  
s e c r e t l y  in  love w ith  th e  Countess» He eag e r ly  s in g s  a 
love  song he has j u s t  w r i t t e n  on one of the  C ountess ' 
r ib b o n s  now in  S usanna 's  possession» When th e  Count 
ap p e a rs ,  Cherubino h id e s  behind a chair»  B a s i l i o ' s  
a r r i v a l  sends the  Count behind a c h a i r ,  too» E ven tua lly  
bo th  a re  d iscovered  and the  Count a n g r i ly  o rders  Cherubino 
to  e n l i s t  in  h i s  reg im ent » F igaro  mockingly g ives
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Cherubino advice on how to  behave as a s o ld i e r  ("Non p iu  
a n d ra i" )o
Act I I
Scene: The apartm ent of th e  Countess. The Countess
lam ents  t h a t  the  Count no longer  loves  h e r  and i s  u n f a i th ­
f u l .  Susanna and F ig a ro  c o n tr iv e  a p lan  to  re v iv e  the  
C oun t 's  i n t e r e s t  in  h i s  w ife by a rous ing  h i s  je a lo u sy .
The Count w i l l  be made to  d isco v e r  a l e t t e r  seemingly sen t  
to  th e  Countess; a t  th e  same t im e , a rendezvous w i l l  be 
a rran g ed  in  which Susanna w i l l  appear d isg u ise d  as th e  
C ountess. They a ls o  p lan  to  make th e  Count r id ic u lo u s  by 
having  him meet Susanna a t  a t r y s t ,  w ith  Cherubino d ressed  
as Susanna. Dressed i n  Susanna 's  c lo th e s ,  Cherubino e n te r s  
th e  apartm ent th in k in g  about th e  meaning o f  lo v e . As th e  
Count appears ,  Cherubino i s  h a s t i l y  locked in  the c l o s e t .  
The Count goes se a rch in g  fo r  a crowbar w ith  which to  fo rc e  
th e  door. While he i s  gone, Cherubino escapes out the  
window and Susanna ta k e s  h i s  p la c e .  When th e  Count f in d s  
Susanna, he i s  e f fu s iv e  i n  h is  apo log ies  u n t i l  the  gardener 
comes to  t e l l  him t h a t  somebody has j u s t  jumped out th e  
window and trampled th e  flow er bed. The gardener has a lso  
found a p iece  o f  paper dropped by th e  c u l p r i t —C herubino 's  
commission in  th e  C oun t 's  reg im en t.  F igaro  assuages the  
Count' s su sp ic io n s  by i n s i s t i n g  th a t  he had Cherubino' s 
commission in  h i s  own pocket and th a t  he i s  th e  man who
ko
jumped out the window. Marcellina now arrives to demand
that Figaro go through with his bargain to marry her.
Act I I I
Scene: A h a l l .  The Count, seek ing  a rendezvous w ith
Susanna, th re a te n s  t h a t  he w i l l  i n s i s t  on the m arriage of 
M a rc e ll in a  and F igaro  i f  she d e c l in e s .  Susanna makes a 
p r e te n s e  of y ie ld in g ,  and th e  two a rrange  a m eeting . But 
n o tw ith s ta n d in g  h i s  agreement w ith  Susanna, th e  Count i s  
ben t on pun ish ing  F ig a ro  by fo rc in g  him to  honor h is  
agreement w ith  M a rc e l l in a .  N e g o tia t io n s  beg in  between 
M a rc e l l in a  and h e r  law yer and F igaro  and the  Count, d u r in g ■ 
which th e  a s to n is h in g  d isco v e ry  i s  made th a t  F igaro  i s  
a c t u a l l y  M a rc e l l in a 's  l o n g - lo s t  son. The o b s ta c le  to 
F ig a r o 's  m arriage to  Susanna has thus  been removed. Mean­
w h ile ,  th e  Countess, a lo n e ,  r e c a l l s  th e  time when the 
Count was in  love  w i th  h e r .  When Susanna a r r i v e s ,  the  
Countess d i c t a t e s  a l e t t e r  a rran g in g  a rendezvous between 
th e  Count and Susanna. The Countess dec ides  to  take  
C herubino ' s p la c e  in  th e  a f f a i r ,  i n  o th e r  words, to  d i s ­
g u ise  h e r s e l f  as Susanna. The m arriage  f o r m a l i t i e s  of 
F ig a ro  and Susanna a r e  now tak en  ca re  o f .  Guests e n te r  
to  th e  s t r a i n s  o f  a march. A fterw ards , th ey  dance a 
fandango. The Count, r e c e iv in g  the  l e t t e r  from Susanna, 
h a p p i ly  in v i t e s  everyone to  a t te n d  a g a la  c e le b r a t io n  to  
be h e ld  l a t e r  in  th e  evening .
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Act IV
Scene: The garden. Susanna and the  Countess appear,
each i n  th e  o t h e r 's  c lo th in g .  F ig a ro ,  who now m istaken ly  
b e l ie v e s  t h a t  h i s  b r id e  i s  about to  y ie ld  to  th e  Count, 
lu rk s  i n  h id in g  and l i s t e n s  to  Susanna s in g  an i n v i t a t i o n  
to  h e r  absen t lo v e r .  Cherubino i s  a lso  i n  th e  garden, 
s in c e  he has an appointment w ith  B arb a r in a .  Seeing the  
Countess and b e l ie v in g  h e r  to  be Susanna, he a ttem p ts  to  
s t e a l  a k i s s .  He i s  s e n t  pack ing  by the  Count, who now 
f l i r t s  w ith  h i s  w ife th in k in g  t h a t  she i s  Susanna. Trying 
to  awaken th e  je a lo u sy  of th e  Countess, F igaro  l e a r n s  t h a t  
the  Countess i s  r e a l l y  h i s  own w ife  in  d i s g u is e .  The con­
fu s io n  i s  f i n a l l y  r e so lv e d ,  th e  Count o b ta in s  h i s  w i f e 's  
fo rg iv e n e s s ,  and th e  e n t i r e  group e n te rs  th e  cha teau  to  
g e t on w ith  th e  c e le b r a t io n  of F ig a ro 's  m arriag e .
D e ta i l s  of Scene Leading to  
and In c lu d in g  Aria
The Count i s  angry w ith  Cherubino f o r  eavesdropping 
on a p r iv a te  co n v e rsa t io n  between Susanna, B a s i l io ,  and 
h im se lf .  J u s t  a t  t h a t  moment, F igaro  and p easan ts  e n te r  
s in g in g  th e  p r a i s e s  o f th e  Count. F igaro thanks the  Count 
f o r  a b o l ish in g  an o ld  Spanish  custom which would have 
allowed th e  Count to  make love  to  Susanna on h e r  wedding 
n ig h t .  The p easan ts  s ing  a n o th e r  chorus o f  p r a i s e  to  the 
Count, and th en  they  e x i t .  F igaro  looking  a t  Cherubino 
n o t ic e s  t h a t  he i s  n o t happy and asks why. Susanna t e l l s
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F igaro  t h a t  the  Count has banned Cherubino from th e  c a s t l e .  
Susanna p lead s  w ith  the Count to  fo rg iv e  Cherubino. The 
Count, t i r e d  of th e  p le a s  f o r  fo rg iv e n e s s ,  cunningly  
agrees  to  fo rg iv e  Cherubino. He say s ,  "Enough th en ,  I ' l l  
fo rg iv e  you! In  f a c t  I ' l l  do more than  t h a t .  I  need a 
c a p ta in  in  my regiment s ta t io n e d  a t  S e v i l l e .  The p o s t  i s  
yours .  Depart a t  once ."  With t h i s ,  th e  Count e x i t s ,  
le a v in g  F ig a ro ,  Susanna, and Cherubino alone on the  s ta g e .  
F ig a ro ,  in  th e  a r i a ,  "Non p iu  and ra i"  proceeds to  t e l l  
Cherubino what to  expect in  th e  army.
Cherubino u s u a l ly  s ta n d s  c e n te r  s tag e  w hile  F igaro , 
during  th e  course o f th e  a r i a ,  walks a few s te p s  e i th e r  
s id e  o f  him p a in t in g  a p i c t u r e  o f army l i f e .  Susanna 
s tan d s  to  one s id e ,  l i s t e n i n g  i n t e n t l y ,  obv iously  amused 
a t  C herub ino 's  c h i ld l i k e  r e a c t io n s  to  F ig a r o 's  s to r y .
The a r i a  i s  performed in  the  p a r t i a l l y  fu rn ish e d  room 
which w i l l  be occupied by F igaro  and Susanna a f t e r  t h e i r  
m arriag e .  The props g e n e r a l ly  in c lu d e  one or two c h a irs  
draped w ith  c lo th ,  perhaps a la d d e r ,  l a rg e  b o l t s  of mate­
r i a l ,  and a y a r d s t i c k .  In  t h i s  scene, a t  th e  a p p ro p r ia te  
tim e, he p ick s  up th e  y a r d s t i c k  and g ives i t  to  Cherubino 
to  use fo r  a r i f l e .
D esc r ip t io n  o f  C harac te r  S inging  A ria  
F igaro  i s  g e n e ra l ly  p ic tu re d  as t a l l  and handsome.
He has dark  h a i r .  People o f te n  th in k  of F ig a r o 's  com­
p le x io n  as medium to  l i g h t  brown. He d re sse s  w e l l ,  but
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not r i c h l y .  One should  keep in  mind t h a t  he i s  a s e rv a n t ,  
not a member of th e  a r i s t o c r a c y .  His costume i s  t h a t  of 
th e  t y p i c a l  s e rv a n t  in  th e  m id -e ig h teen th  c en tu ry .  I t  
in c lu d es  knee-breeches  w ith ja c k e t  to  match, long s to c k in g s ,  
shoes w ith  l a r g e  b u c k le s , and a s h i r t  which u s u a l ly  has a 
co n se rv a t iv e  amount of la c e  down th e  f ro n t  and on th e  
c u f f s .
I f  one has to  sum up F ig a r o 's  p e r s o n a l i ty  in  one 
word, t h a t  word would probab ly  be " c le v e r ."  He knows he 
i s  good look ing  and suave, and i s  secu re  in  h i s  r e l a t i o n ­
sh ip  w ith Susanna. He would l i k e  to  be h is  own boss and 
command a c e r t a i n  degree of a u th o r i ty ;  however, he knows 
h i s  p o s i t io n  i s  t h a t  of a s e rv a n t .  He i s  c o n s ta n t ly
p l o t t i n g  how to  appear conv inc ing ly  to  be th e  C ount's
f a i t h f u l  s e rv a n t ,  and, a t  the  same t im e , outw it h i s  m aster  
and tu rn  every  s i t u a t i o n  to  h i s  own advantage.
L i t e r a l  T ra n s la t io n  and IPA T ra n sc r ip t io n *
No more going around , b lu n d er in g  lo v e r ,  n ig h t  and day on 
every  s id e  a c t in g  s i l l y .
Non p iu  a n d ra i ,  f a r f a l l o n e  amoroso, n o t t e  e g iorno  d ' in to r n o
dmerozo c J jK no  d in+ jrno
«2 ' r&ndp
*Key to  IPA symbols used in  t r a n s c r ib in g  I t a l i a n  i s  
found on page 93.
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From the lover turmoil rests, little Narcissus, beau of
love,
d e l l e  b e l l e  turbando i l  r ip o s o ,  N a r c i s e t to ,  Adoncino d 'am or,
j f l l e  b f l l a  f i i r b« , nde  i l  f i p o * *  Aar 4/ i i € H o  û^é')r\\J\r\» J &moA
from th e  lo v e r  tu rm o il  r e s t s ,  l i t t l e  N a rc is su s ,  beau of 
lo v e .
d e l l e  b e l l e  turbando i l  r ip o s o ,  N a r c i s e t to ,  Adoncino d 'am or.
d f l i e  h t l l c  f u r  i l  f i  p û ^ û  +  d
No more having t h i s  b e a u t i f u l  plume, t h i s  f r iv o lo u s  and 
g a la n t  h a t .
Non p iu  av r a i  q u e s t i  b e i  pen n acch in i ,  quel cappello  
le g g ie ro  e g a la n te ,  , ,. ,
n o n  p j u  OlVfft,; be ' '  p C b n a K K i n .  K a p p N I o
t& d je ro  e jA l& nfe
T his  long  h a i r ,  t h i s  b r i l l i a n t  a i r ,  t h i s  ruby  feminine 
c o lo r ,
q u e l la  chioma, q u e l l ' a r i a  b r i l l a n t e ,  quel verm ig lio  
doimesco c o lo r ,
K ^ e l L  KjOAko. t e l l  6 r,'& b r i l k n + e  k w d  
j ) n n g j k o  k o U r
This  ruby  fem inine co lo r!  No more hav ing—t h i s  plume—
q u el v e rm ig lio  donnesco c o lo r !  Non p iu  av r a i —quei 
p en n acch in i— , ,
\ (vrf£|  V E r m i < ^ o  j i n n a j k o  k ' d o r  n o n  p i "  
p EhAA kKln,"
t h i s  h a t —t h i s  long h a i r —t h i s  b r i l l i a n t  a i r !
q u e l c a p p e l lo —q u e l la  chioma—q u e l l ' a r i a  b r i l l a n t e !
t e e l  )<App£llo t e l )  A t e l l  Arîfi. b n  II a n t e
No more going around, b lu n d e r in g  lo v e r ,  n ig h t  and day on 
every  s id e  a c t in g  s i l l y .
Non p iu  a n d ra i ,  f a r f a l l o n e  amoroso, n o t t e  e giorno 
d ' i n to r n o  g irando ,
n o n  p j  w inndpfl, ;  f d f A . l l o n e  o u m o r o i o  n ) + V c  e  c * ÿ f " n û  
d i n + O r n o  d j i r o n d o
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from the lover turmoil rests, little Narcissus, beau of
love,
d e l l e  b e l l e  turbando i l  r ip o s o ,  N a r c i s e t to ,  Adoncino d 'am or,
4 i \ \ c  be l i e  iu r b a n c lû  :( f!  p o 2 o
from the  lo v e r  tu rm o il  r e s t s ,  l i t t l e  N a rc is su s ,  beau of 
lo v e .
d e l l e  b e l l e  turbando i l  r ip o s o ,  N a rc is e t to  Adoncino d 'amor. 
J c l l e  b l l l e - f i ^ r  tiinc/ô i‘ | Ki p û 2 û o^cl^ntjinù da.h^or
Among w a r r io r s ,  by jove! Big moustaches, f u l l  pack,
Fra g u e r r i e r i ,  p o f f a r  Bacco! gran m ustacch i,  s t r e t t o
f r d  5v/£rrjcfi‘ ^rxn rhusi&Kk',' S'^re'H-o
r i f l e  on sh o u ld e r ,  sab re  by th e  s id e ,  s t r a i g h t  neck, 
s in c e re  face
schioppo i n  s p a l l s ,  s c i a b l a  a l  f ia n c o ,  c o l lo  d r i t t o ,  
muso* f ra n c o ,  , , . , ^  , , ,, , ,, .
lr\ s p a l l f i .  I | 6 l l o
a b ig  he lm et, or a b ig  tu rb a n ,  much honor, l i t t l e  money, 
un g ran  casco , o un gran tu rb a n te ,  molto onor, poco con-
un qr»n Ku-sko (  un f l f » ”  • k u r b t n  + e un*'“ puko
+ i n ^ - e
l i t t l e  money, l i t t l e  money. And in  p la c e  o f  the  Fandango 
a march
poco c o n ta n te ,  poco c o n ta n te .  Ed in  vece d e l  fandango
po7 o r ^ r ^ W e  p u K .  K ) r , W c  « I  m  M j ^ d e l
*Muso does not l i t e r a l l y  t r a n s l a t e  to  th e  word 
" f a c e ."  I t  i s  s lan g  meaning " sn o u t ."
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th rough the  mud. Up m ountains, through v a l l e y s , w ith  
th e  snow and the  sun ,
p e r  i l  fango. Per montagne, p e r  v a l l o n i ,  con l e  n e v i ,
per p f
6  5 5  l l j o n :
t o  th e  co n ce r ts  o f  trom bones, o f  t u b a s , of cannons, and 
th e  b u l l e t s  and a l l  th e
a l  concerto  d i  trom boni, d i bombarde, d i  cannoni, che 
l e  p a l l e  in  t u t t i  i
U  In +U-HI I
r o a r in g  and w h is t l in g  by the e a r .  No more hav ing—t h i s  
plume,
tu o n i ,  a l l '  o recch io  fa n  f i s c h i a r .  Non p iu  av r a i —quei 
p e n n a c c h in i ,
■ftlOA' &II 0ACKK)I> Aon pju
no more hav ing—t h i s  h a t —no more hav ing—t h i s  long  h a i r — 
no more having
non p iu  av r a i —quel c a p p e l lo —non p iu  av r a i —q u e l la  chioma— 
non p iu  av r a i
ntn pjk ppdlo  a m  p ju  jCvyflU
AOh p j u  A V r * . '
t h i s  b r i l l i a n t  a i r !  
q u e l l ' a r i a  b r i l l a n t e !
AfiA brxl\ÆAi-e
No more going a ro u n d , b lunder ing  lo v e r ,  n ig h t  and day on 
every  s id e  a c t in g  s i l l y .
Non p iu  a n d ra i ,  f a r f a l l o n e  amoroso, n o t t e  e giorno d ' i n to r n o  
g iran d o , , ,
Apn p jk  m o f ù 2Q a t I + c  e dyi ' f io  din+3
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from  t h e  l o v e r  t u r m o i l  r e s t s ,  l i t t l e  N a r c i s s u s ,  beau  o f
l o v e ,
d e l l e  b e l l e  tu rbando i l  r ip o s o ,  N a r c i s e t to ,  Adoncino 
d ' amor,
M k  b f l l f  -l-wr (1 D p û i û
from th e  lo v e r  tu rm o il  r e s t s ,  l i t t l e  N a rc is su s ,  beau of 
l o v e ,
d e l l e  b e l le  turbando i l  r ip o s o ,  N a r c i s e t to ,  Adoncino 
d 'am or. , .  ,
i i \ \ e  b c l l f  inrbAndo ,'| r;  pô2û
Cherubino, to  th e  v i c t o r y ,  to  the  g lo r io u s  m i l i t a r y ,  
Cherubino, a l i a  v i t t o r i a ,  a l i a  g l o r i a  m i l i t a r ,
Ke r u b i n o  /%' I ' f &f
Cherubino, to  the  v i c t o r y ,  to  th e  g lo r io u s  m i l i t a r y ,  
Cherubino, a l i a  v i t t o r i a ,  a l i a  g l o r i a  m i l i t a r ,
k ^ r a k i n o  d k  a l k
to  th e  g lo r io u s  m i l i t a r y ,  to  th e  g lo r io u s  m i l i t a ry !  
a l i a  g lo r i a  m i l i t a r ,  a l i a  g lo r i a  m i l i t a r !
^ U r . 'o .  fv \; |»W  & | k  m i l ' ' f a r
D iscussion  o f  S ty le  
M ozart 's  gen ius  f o r  p sy ch o lo g ica l  p e n e t r a t io n  and 
c h a r a c t e r iz a t i o n  in  music was phenomenal. I t  i s  ev iden t 
n o t  only  in  a r i a s ,  b u t  in  d u e ts ,  t r i o s ,  and la rg e  
ensem bles.^
For example, i n  th e  opening duet between F igaro  and 
Susanna the d o t te d  rhythm in  th e  "F igaro  theme" seems to  
i n d i c a t e  th e  g e s tu re s  o f  measuring th e  room. The l y r i c
^Donald J .  Grout, A H is to ry  of W estern Music (New 
York: W. ¥ .  N orton, I9 6 0 ) ,  p . 468.
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l i n e  of th e  "Susanna theme" suggests  h e r  d e l ig h t  in  h e r  
new h a t .  By having  th e  duet end w ith  F igaro  jo in in g  in  
w ith  th e  "Susanna them e," Mozart s u b t ly  suggests  t h a t  
Susanna i s ,  a t  t h i s  p o in t ,  th e  dominant one of th e  coup le .  
In  the  a r i a  "Non p iu  and ra i"  the  d o t te d  rhythm of 
th e  "F igaro  theme" r e t u r n s .  I t  now assumes a commanding 
m i l i t a r y  c h a ra c te r  to  f i t  th e  t e x t . ^
In  o rder  to  s in g  th e  a r i a  w ith  c o r r e c t  s t y l e , the  
s in g e r  should  be c a r e fu l  to  s ing  a l l  n o te  va lu es  e x a c t ly  
as w r i t t e n .  The f i r s t  t h i r t e e n  measures should be sung 
w ith  a s te a d y  march f e e l i n g .  Beginning in  measure f i f t e e n ,  
th e  l i n e  becomes le g a to  and crescendos through measure 
tw e n ty - s ix .  With th e  p ick -up  to  measure tw enty-seven th e  
dynamic marking i s  p i a n o , and the  tempo remains s tea d y  
u n t i l  th e  fe rm ata  in  measure t h i r t y - o n e .  In  measure f o r t y -  
fo u r  th e  s ty l e  becomes v e ry  declam atory  and rem ains t h a t  
way u n t i l  th e  words "poco c o n ta n te ."  With th e se  words th e  
l i n e  once aga in  becomes l e g a to . In  measure seven ty -seven  
th e  opening s ta tem en t  i s  r e p e a te d  a second tim e. The 
c h a r a c t e r i s t i c  d o t te d  rhythm and march s t y l e  of t h i s  theme 
co n tin u e  th rough  th e  f i n a l  measures o f the  a r i a .
The l a s t  p h rase  in  the a r i a  ends w ith  the words,
" a l i a  g l o r i a  m i l i t a r . "  T r a d i t io n a l ly ,  on th e  s y l l a b l e  
" t a r , "  o f  " m i l i t a r , "  F ig a ro  begins to  march in  p la c e ,
^A llen  Winold, Elements o f  M usical Understanding 
(New York; P r e n t ic e  H a l l ,  196b ) ,  p . 253j p .  2&4.
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A fte r  a moment he encourages Cherubino and Susanna to  jo in  
th e  march. They do so and th e  t r i o  marches o f f  th e  s ta g e  
w ith  m i l i t a r y  pomp and grandeur.
The music o f t h i s  a r i a  w i l l  s u r e ly  he lp  the bass  
v o ice  to  develop. Mozart knew the  human vo ice  and made i t  
a p o in t  to  w r i te  music, t h a t  would keep th e  voice in  l i n e .
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PUCCINI, GIACOMO (!'Vecchia zimarra*')
Boheme, La, opera in  fo u r  a c t s .»  L ib r e t to  by Giuseppe 
Giacosa and Luig i I l l i c a ,  based on M urger 's  novel Scenes 
de l a  v ie  de Bohème. P rem iere : Teatro  Regio, Turin ,
February  1, I 896. American prem iere: Los Angeles,
October l 4 ,  1897.
C h arac te rs :
Rodolfo, a poet ( te n o r)
M arcello , a p a i n t e r  (b a r i to n e )
C o ll in e ,  a p h ilo so p h e r  (bass)
Schaunard, a m usic ian  (b a r i to n e )
Mimi, a seam stress  (soprano)
B eno it ,  a la n d lo rd  (bass)
P a rp ig n o l ,  vendor o f  toys  ( teno r)
A lcindoro, a s t a t e  co u n c ilo r  (bass)
M usetta , a g i r l  from the  L a tin  Q uarte r  (soprano) 
Customhouse s e rg e a n t ;  S tuden ts ;  G i r l s ;  Shop­
k eepers; S o ld ie r s ;  W aiters; Vendors.
The s e t t i n g  i s  P a r i s , i n  the  m id -n in e teen th  cen tu ry .
P lo t  
Act I
Scene: A d ep ress in g  a t t i c  apartment i n  th e  L a tin
Q u ar te r .  The p a in te r  M arcello  and the poe t Rodolfo are  
t r y in g  to  keep warm. The p h ilo so p h e r  C o ll in e  and the
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m usician  Schaunard jo in  them, and to g e th e r  they  ge t r i d  of 
t h e i r  la n d lo rd ,  B en o it ,  who i n t e r r u p t s  t h e i r  Christm as Eve 
g a ie ty  w ith  a b i l l ,  Rodolfo, who remains to  w r i te  when 
h i s  companions go o f f  to  a c a fe ,  i s  s u rp r i s e d  by a knock 
and admits h i s  young neighbor, th e  l i t t l e  em broiderer 
Mimi, who has come fo r  a l i g h t  f o r  h e r  cand le . The poe t 
t r i e s  to  warm th e  d e l i c a t e  g i r l ' s  s h iv e r in g  hands and 
t e l l s  h e r  h is  dreams. She g ives him h e r  s to r y ,  and the  
young couple rem ain , r a p tu ro u s ly  s in g in g  of t h e i r  new 
lo v e .
Act I I
Scene: Cafe Momus, Rodolfo and Mimi jo in  t h e i r
f r i e n d s  a t  a f e s t i v e  p a r ty .  Here M a rc e l lo 's  f i c k l e  sw eet­
h e a r t  M usetta , i n  s p i t e  o f the  p resence  of h e r  s u i t o r ,  th e  
r i c h  and e ld e r ly  A lcindoro , t r i e s  once more to  r e g a in  the  
a f f e c t io n s  of h e r  former lo v e r .  F in a l ly ,  Mimi and M usetta  
march o f f  th rough  th e  s t r e e t s  w ith  the  Bohemians, le a v in g  
th e  b i l l  f o r  A lc indoro ,
Act I I I
Scene: A ta v e rn  in  P a r i s .  At dawn on a snowy morning,
Mimi comes to  g e t  h e lp  from M arce llo ,  who i s  l i v i n g  w ith  
M usetta , Mimi i s  d i s t r a u g h t  by R o d o lfo 's  je a lo u sy  and 
w ishes to  leave  him. She h id es  as  th e  p o e t e n te r s  to  
confess  to  M arcello  h i s  f e a r s  f o r  Mimi' s h e a l th .  Reassured 
of h e r  l o v e r ' s  a f f e c t i o n ,  but aware t h a t  she has n o t long
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to  l i v e ,  Mimi comes out to  b id  him f a r e w e l l .  However, 
se e in g  M arcello and M usetta q u a r re l in g  and d i s l i k i n g  what 
they  see ,  Rodolfo and Mimi decide once more to  u n i t e  t h e i r  
f o r tu n e s .
Act IV
Scene: The Bohemians' a t t i c  apartm en t. The lo n e ly
poet and p a in te r  a re  b ew ailing  the  unexpla ined  absence of 
th e  f i c k l e  M usetta and th e  a p p a ren tly  f a i t h l e s s  Mimi. As 
t h e i r  f r i e n d s  jo in  them, th ey  a l l  dance gayly  to  keep up 
t h e i r  s p i r i t s .  I n te r r u p t in g  the  f r o l i c ,  Musetta e n te r s  
i n  th e  utmost a g i t a t i o n ,  announcing th a t  Mimi w a its  below, 
w ith  h a rd ly  s t r e n g th  t o  climb the  s t a i r s .  A ll fo u r  
Bohemians he lp  th e  f r a g i l e  g i r l  to  a c h a i r ,  and C o lline  
b id s  f a re w e l l  to  h is  overcoat as he p rep a re s  to  pawn i t  
in  o rd e r  to  buy com forts  f o r  Mimi ("Vecchia z im a rra " ) .  
W is t fu l ly  Mimi reminds Rodolfo of t h e i r  f i r s t  happy days 
and d ie s  p e a c e fu l ly  as th e  poet f l i n g s  h im se lf  ac ro ss  h e r  
body.
D e ta i l s  of Scene Leading to  
and In c lud ing  A ria
As the  fo u r  Bohemians a re  dancing and t ry in g  to  f o r ­
g e t  t h a t  they have any problem s, t h e i r  g a ie ty  i s  suddenly  
i n t e r r u p te d  by M u se t ta 's  appearance. She t e l l s  them th a t  
Mimi i s  w aiting  down s t a i r s  and t h a t  she i s  very i l l .  
Rodolpho and M arcello  h e lp  Mimi u p s ta i r s  and p lace  h e r  on 
th e  bed . Mimi begs Rodolpho to  l e t  h e r  s t a y ,  and he
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f e r v e n t ly  a s su re s  h e r  t h a t  she may rem ain fo re v e r .
P h rases  from Mimi's a r i a  in  Act One come s o f t l y  from 
th e  o r c h e s t r a  as she s in g s  of h e r  happ iness  in  t h i s  
re u n io n .  Rodolpho v o ic e s  h is  happiness  a t  her r e t u r n .
The o th e rs  r e v e a l  t h a t  th e r e  i s  n e i th e r  food nor medicine 
f o r  th e  s t r i c k e n  g i r l .  Schaunard, lo o k in g  a t  Mimi, 
w hispers  t h a t  the  end i s  n e a r .  Between s p e l l s  of coughing, 
Mimi murmurs t h a t  h e r  hands a re  cold and laments t h a t  she 
does n o t have h e r  muff» Rodolpho s in g s  t h a t  he w i l l  warm 
h e r  hands in  h i s .  With a p a th e t i c  a t tem pt a t  g a ie ty ,  Mimi 
says t h a t  she i s  g e t t i n g  accustomed to  h e r  cough, then  
g r e e t s  the  o th e r s .  They urge h e r  no t to  speak. G ently  
she t e l l s  M arcello  t h a t  he must b e l ie v e  in  M u se tta 's  good­
n e s s .  In  answer, M arcello  q u i e t l y  tak es  M u se t ta 's  hand.
Leading M arcello  to  one s id e ,  M usetta takes  o f f  h e r  
e a r r in g s  and t e l l s  th e  p a in te r  to  s e l l  them, buy m edicine , 
and f in d  a d o c to r .  Rodolpho s e a t s  h im se lf  a t  th e  b ed s id e .  
Mimi begs him n o t to  le a v e  h e r ,  then  c lo s e s  her  eyes, 
M usetta  whispers to  M arcello  t h a t  poor Mimi's r e q u e s ts  
w i l l  p robab ly  be h e r  l a s t  and th en  le a v e s  w ith  M arcello  
to  b r in g  back Mimi's muff.
Meanwhile, C o l l in e  slowly tak es  o f f  h i s  beloved c o a t ,  
ho ld s  i t  out b e fo re  him, and s in g s  to  i t  a touching f a r e ­
w e ll  ("Vecchia z im a r ra " ) .  I t  has  served  him long and 
f a i t h f u l l y ,  he say s ,  and he r e c a l l s  how i t s  pockets have 
h e ld  th e  t r e a s u r e s  o f  ph ilosophy  and p o e t ry .  He p u ts  the
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coat under h i s  arm and s t a r t s  t o  le a v e .  He pauses  to  t e l l  
Schaunard t h a t  a lthough  th ey  have o f te n  c la sh ed  over t h e i r  
o p in io n s ,  th ey  can a t  t h i s  moment agree on two a c ts  of 
mercy: to  s e l l  th e  coa t and to  leav e  th e  two lo v e r s  to
them selves . Deeply moved, Schaunard a g re e s .  As an excuse 
to  l e a v e ,  he p ick s  up th e  w a te r  p i t c h e r  and th e n  fo llow s 
C o l l in e .
C o l l i n e 's  moving a r i a  ta k e s  p lace  in  a dingy a t t i c  
s tu d io  whose cracked p l a s t e r  w a l ls  d r ip  w ith  m oistu re  
which h a l f  e f fa c e s  the  sc raw lin g s  o f  p re se n t  and p rev ious  
a r t i s t - t e n a n t s .  An enormous window s lopes  ac ro ss  th e  s id e  
of th e  g a r r e t  room, i t s  panes en crus ted  w ith  d i r t  and 
p a r t l y  covered w ith  snow. Two sagging couches a re  pushed 
a g a in s t  th e  w a l l s , w hile a d e c r e p i t  c h a ir  s ta n d s  n e a r  th e  
s to v e .  U nderscoring th e  atmosphere of s q u a lo r  c re a te d  by 
a soo ty  w a ll  and d i r t y  f l o o r ,  a shabby door s e rv e s  f o r  th e  
s t u d i o ' s  en trance  a t  th e  c n e te r  of th e  s ta g e .
D esc r ip t io n  o f  C h arac te r  S inging A ria
C o l l in e ,  l i k e  th e  o th e r  th r e e  Bohemians, i s  young and 
handsome. He o f te n  wears a moustache, and h i s  f u l l  h a i r  
su g g es ts  th e  need of a h a i r - c u t  which he cannot a f fo rd .
His modest costume c o n s is t s  o f  a b lack  c o a t ,  a b lack  v e s t ,  
and b la c k  eind grasy checked t r o u s e r s .
Mr, Spencer Norton, Research P ro fe s so r  o f  Music a t  
The U n iv e r s i ty  o f Oklahoma, s a id  o f C o l l in e ,  " I t  would be 
a m is take  f o r  a s in g e r  to  look  f o r  a com plicated
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p e r s o n a l i ty  in  C o l l in e .  He i s  a c a r e f r e e ,  e n e rg e t ic ,  but 
u n su ccess fu l  p h i lo so p h e r .  More than  l i k e l y  h i s  la c k  of 
success  i s  due to  in ad eq u a te  t a l e n t ,  no t to  an over­
abundance of av an t-g a rd e  p h i lo so p h ic a l  t h i n k i n g . "
L i t e r a l  T r a n s la t io n  and IPÀ T ra n sc r ip t io n *
Old c o a t ,  l i s t e n ,  I  rem ain on the  p l a in ,  you ascend the  
Vecchia z im arra ,  s e n t i ,  io  r e s t o  a l  p ia n ,  t u  ascendere  i l
sac red  mountain now, devoted one. Receive my th an k s .
Never have you
sacro  monte** or d e v i .  Le mie g ra z ie  r i c e v i .  Mai non 
c u r v a s t i  i l
of' dt/l  |e  iOO/\
Kur I
bowed your shabby back to  w ealth  or to  power. Hidden in  
th e  depths
logoro  dorso a i  r i c c h i  ed a i  p o t e n t i .  P assa r  n e l l e  tue
logorD c lx 5 û a,! r iK K i  a l  £  p û W i  p&gfar nclle 4 u«
of your pockets  how p e a c e fu l  have been p h i lo so p h e rs  and 
p o e t s .  Now t h a t
come in  a n t r i  t r a n q u i l l i  f i l o s o f i  e p o e t i .  Ora che i  
g io rn i
Kûrne in f ' 6 ^ot\\  ora. R ev
th e  happy days have flown I  say to  you, good-bye f a i t h f u l  
f r i e n d ,  good-bye, good-bye.
l i e t i  f u g g i r ,  t i  d ico  addio  fe d e le  amico mio, addio , add io .
l îd ^ i  -Tadj^f d i k b  add ID -Fedcl? AKniko fr\'>o Acfji'o OiJéiû
*Key to  IPA symbols used in  t r a n s c r ib in g  I t a l i a n  i s  
found on page 93.
* *Monte a c tu a l ly  connotes the  id ea  of a "pawn shop."
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D iscussion  o f  S ty le  
" I  love sm all t h in g s ,  and th e  only  music I  can or 
w i l l  make i s  t h a t  o f  sm all th in g s  . . .  as long as they  
a re  t r u e  and f u l l  o f  p a s s io n  and humanity, and touch 
th e  h e a r t . " "These words," s t a t e d  M ilton  Cross on a 
Texaco Opera Quiz, "were P u c c in i 's  own, and a more 
t e l l i n g  commentary on h i s  music can h a rd ly  be found 
anywhere—il lu m in a t in g  i t s  c h a r a c te r s ,  i t s  aims, even 
i t s  l i m i t a t i o n s . "
There i s  h a rd ly  any need to  s t r e s s  the p o in t  t h a t  
P u c c in i  was a m aster  m elod is t  who en r ich ed  the  world of 
music w ith  much beau ty  and genuine p a th o s .  But, to g e th e r  
w ith  h i s  r a r e  melodic g i f t s ,  he a l s o  understood  the  power 
t h a t  l i e s  in  u n d e rs ta tem en t.  And, w ith  h i s  love and 
unders tand ing  of th e  many "small th in g s"  t h a t  make up 
human l i f e ,  he was ab le  to  in fu se  music and p o e try  in to  
a re a s  o f  experience  which o th e rs  thought i n s i g n i f i c a n t .  
There a re  rem arkable  i l l u s t r a t i o n s  o f  t h i s  love  of 
th e  commonplace in  La Boheme. Here one f in d s  abundant 
p ro o f  o f  the in v e n t iv e  means th e  composer employed to  
rep roduce  simple c o n v e rsa t io n  and p l a i n ,  o rd in a ry  speech 
i n  h i s  music.
One should remember t h a t  P u cc in i  d id  away w ith
The Texaco Opera Quiz i s  a r e g u la r  in te rm is s io n  
F ea tu re  on the Saturday  a f te rn o o n  M etro p o li tan  Opera 
B roadcas t ,  sponsored by Texaco p ro d u c ts .
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s e v e ra l  o f  th e  o ld  se v e n te e n th -c e n tu ry  I t a l i a n  o p e ra t ic  
d e v ic e s .  One of h i s  p r im ary  in n o v a tio n s  was th e  e l im i ­
n a t io n  of " se p a ra te  e n t i t i e s , "  His music i s  continuous 
from the  beginning  o f  an a c t  to  i t s  end.
S im ila r ly ,  th e  " r e c i t a t i v e  s t ro m e n ta to ," an i n t e g r a l  
p a r t  of I t a l i a n  opera s in c e  th e  sev en teen th  cen tu ry  (as 
developed from the  " R e c i ta t iv o  secco") a lso  d isappeared  
in  P u c c in i 's  music. In  i t s  p la c e ,  he employed a device  
of h i s  own: sh o r t  v o ca l  passages  on th e  same m usical
n o te .  Using numerous in v e n t iv e  v a r i a t io n s  of t h i s  method, 
he was ab le  to  accom plish what th e  o ld -fa sh io n e d  r e c i t a ­
t i v e  w ith  i t s  a r t i f i c i a l  and g e n e ra l ly  m eaningless o rc h e s ­
t r a l  accompaniment could  n o t :  a m usica l eq u iv a len t  of
o rd in a ry  speech. Sometimes th e se  passages a re  accompa­
n ie d  by ex p ress iv e  c h o rd s , sometimes by su g g es t iv e  s t r a i n s  
of melody in  a " le i tm o t iv "  f a sh io n ,  sometimes by a q u a s i -  
um-pa-pa, sometimes by s i l e n c e —loud, e f f e c t i v e ,  e loquen t 
s i l e n c e .  The composer r e s o r t e d  to  them whenever he f e l t  
t h a t  d ram atic  a c t io n  would be b e s t  served  by s im u la ted  
speech .
C o l l i n e ' s famous "Coat Song" ("Vecchia z im arra")  i s  
a t y p i c a l  example o f t h i s  " r e c i t a t i v o  P u cc in ian o ,"  I t  
emerges in  the  t y p i c a l  P u cc in i  manner and ends a f t e r  only 
tw enty-one measures. The a r i a  co n ta in s  n in e ty -sev en  
s y l l a b l e s  in  a l l ,  o f  which no l e s s  th an  f o r ty  a re  sung on 
th e  same G-sharp, Does t h a t  make i t  d u l l?  Only when
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perform ed by a d u l l  s in g e r .  O therw ise, i t  i s  one of th e  
h ig h l ig h t s  of th e  o p era .
The monotone te ch n iq u e  employed i n  some p h rases  of 
t h i s  a r i a  should  be viewed no t as  s e v e ra l  re p e a te d  p i t c h e s ,  
b u t  as p h rases  t h a t  a re  le g a to  and moving forward,
P u c c in i 's  id e a  o f hav ing  no harmonic r e s t i n g  p la c e s  g ives  
h i s  music a f e e l i n g  of c o n s ta n t  forw ard movement.
This t y p i c a l  P u c c in i  melody c a l l s  f o r  le g a to  s in g in g  
from the  f i r s t  n o te  th rough  th e  l a s t .  I t  i s  a good a r i a  
f o r  a young s in g e r .  I t  i s  sh o r t  and h as  a l im i te d  ran g e .
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ROSSINI, GIOACCHINO ("La ca lu n n ia")
B arb iere  d i  S i v i g l i a , I l  (The Barber of S e v i l l e ) , 
opera in  th re e  a c t s .  L ib r e t to  by Cesare S te rb in i ;  based 
on Le b a rb ie r  de S e v i l l e  and Le mariage de F ig a ro , bo th  
by Beaumarchais. P rem iere: T eatro  A rgentian , Rome,
February  20, I 816 . American p rem ie re : Park T h ea te r ,
New York, May 3, I 819 .
C harac te rs :
Count Almav iv a  ( te n o r)
F io r e l l o ,  h i s  s e rv an t  ( te n o r)
Dr. B a r to lo ,  a p h y s ic ian  (bass)
B ertha , Dr. B a r to lo ' s housemaid (mezzo-soprano)
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Ambrosius, Dr. B a r to lo 's  s e rv a n t  (bass)
Rosina, ward of Dr. B ar to lo  (soprano)
Don B a s i l io ,  a music te a c h e r  (bass)
F igaro , a b a rb e r  (b a r i to n e )
The s e t t i n g  i s  S e v i l l e  in  th e  sev en teen th  cen tu ry .
P lo t  
Act I
Scene: A square  i n  S e v i l l e .  Count Almaviva i s
se renad ing  Rosina. F ig a ro  appears , d e s c r ib in g  h is  v igorous  
a c t i v i t i e s  as j a c k - o f - a l l  t r a d e s .  Count Almaviva dec ides  
to  woo Rosina under th e  name o f  L indoro, s in c e  he does no t 
want h e r  to  be in f lu e n c e d  by h i s  h ig h  s t a t i o n .  As the 
humble Lindoro, he s in g s  h e r  a second serenade  in  which 
he r e g r e t s  he can g ive h e r  only love  i n  p lace  of w ea lth .
The Count o f f e r s  to  pay F igaro  w ell  i f  he w i l l  help  him 
meet R osina . F igaro  e x p la in s  l i g h t l y  t h a t  no th ing  i n  th e  
world i s  so s t im u la t in g  as gold and un fo lds  a p lan  of 
a c t io n .  F i r s t , th e  Count i s  to  pose as a drunken s o ld i e r  
and g e t  q u a r te rs  in  B a r to lo 's  house.
Act I I
Scene: A drawing room in  B a r to lo 's  house. Alone,
Rosina i s  read in g  a lo v e  l e t t e r  from "L indoro ."  F igaro  
e n t e r s ,  but h ides  as Dr. B arto lo  approaches w ith  h i s  f r i e n d  
Don B a s i l i o ,  B ar to lo  con fides  t h a t  he in ten d s  to  marry 
h i s  ward. B a s i l io  says t h a t  Almaviva i s  o f te n  seen in  th e  
v i c i n i t y ,  ev id e n t ly  t r y in g  to  co u r t  Rosina, and t h a t  h is
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r e p u ta t io n  can r e a d i ly  be demolished by s la n d e r  ("La 
C a lu n n ia" ) .  B ar to lo  p r e f e r s  h i s  own scheme and urges 
B a s i l io  to  draw up a m arriage  c o n tra c t  w ithou t de lay .
A f te r  B a s i l io  and B arto lo  le a v e ,  F igaro  and Rosina 
re a p p e a r ,  F igaro  b ea rs  th e  happy news of L in d o ro ' s love  
and promises a meeting w ith  him. As soon as F igaro  le a v e s ,  
B a r to lo  r e tu r n s  and sc o ld s  Rosina fo r  t r y in g  to  deceive  a 
man o f  h i s  h ig h  s t a t i o n .  No sooner has he f in i s h e d  h i s  
t i r a d e  than  Almaviva e n te r s  in  h i s  s o l d i e r ' s  d is g u is e ,  
Drunkenly, he demands to  be q u a r te re d ,  B a r to lo  o b j e c t s , 
and th e re  i s  an uproar  which draws an o f f i c e r  and a squad 
o f  s o ld i e r s  from th e  s t r e e t .  The o f f i c e r  wants to  a r r e s t  
"L indoro ,"  b u t when Almaviva w hispers h i s  t r u e  name, the  
o f f i c e r  snaps to  a t t e n t i o n  and s a lu t e s —to  the  amazement 
o f  Rosina and B a r to lo ,
Act I I I
Scene: Again, B a r t o l o 's  drawing room, Almaviva
r e t u r n s ,  t h i s  time d isg u is e d  as a music te a c h e r  in  o rd e r  
t o  s u b s t i t u t e  fo r  th e  supposedly  a i l i n g  Don B a s i l io ,  He 
g re e ts  B arto lo  and h i s  ward, B ar to lo  i n s i s t s  on rem aining 
during  th e  s in g in g  l e s s o n ,  y e t  Almaviva and Rosina manage 
t o  exchange h a s ty  words o f  endearment. When th e  unsus­
p e c t in g  B a s i l io  a r r i v e s , he i s  b r ib e d  by Almaviva and soon 
le a v e s .  At t h i s  p o in t ,  F igaro  i n s i s t s  on shaving  B a r to lo ,  
making i t  easy fo r  th e  lo v e r s  to  p lo t  t h e i r  elopement. At 
l a s t  th e  decep tion  becomes c l e a r  to  B a r to lo ,  He sends f o r
63
a n o ta r y  to  draw up a m arriage  c o n tra c t  and wins R o s in a 's  
consen t by c r e a t in g  th e  im press ion  t h a t  h e r  supposedly 
devoted "Lindoro" i s  p lan n in g  to  t u r n  h e r  over to  th e  
n o to r io u s  Count Almaviva. During B a r to lo 's  absence, 
Almaviva r e tu r n s  and c l e a r s  up th e  m isunders tand ing , and 
th e  lo v e r s  express  t h e i r  d ev o tio n . F igaro  appears and 
u rges  s i l e n c e .  B a s i l io  r e t u r n s  once more, b r in g in g  a 
m arriage  c o n t r a c t .  A l i t t l e  p re s s u re  induces him to  a l t e r  
th e  h usband 's  name from B ar to lo  to  Almaviva, and when 
B a r to lo  e n te r s ,  h i s  ward has become Almaviva' s w ife .
B a r to lo  accep ts  h i s  f a t e  p h i lo s o p h ic a l ly  ( p a r t i c u l a r l y  
when he l e a rn s  t h a t  Almaviva does n o t want R o s in a 's  dowry.)
D e ta i l s  of Scene Leading to  
and In c lu d in g  Aria
As th e  c u r t a in  r i s e s  on the  second a c t ,  Rosina, 
a lone on s ta g e ,  i s  th in k in g  about the  love  which she and 
Lindoro w i l l  sh a re .  She remarks t h a t  she i s  sweet by 
n a tu r e ,  bu t t h a t  i f  anyone i n t e r f e r e s  w ith  h e r  p la n ,  she 
w i l l  t u rn  l i k e  a s e rp e n t .  At th a t  moment F igaro  e n te r s  
and, n o t i c in g  h e r  t ro u b le d  ex p re ss io n ,  asks why such a 
b e a u t i f u l  g i r l  i s  not gay. "Why be gay ,"  she rem arks,
"when I  am hidden away from th e  world? I  might as w ell 
be d ead ."
At t h a t  F igaro  ta k e s  h e r  a s id e  and i s  about to  t e l l  
h e r  something when the  d o c to r  i s  heard  approaching .
F ig a ro  q u ick ly  h id e s  beh ind  th e  d r a p e r i e s .  B ar to lo  comes
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i n ,  ro a r in g  t h a t  F ig a ro ,  th e  v i l l a i n ,  has made everybody 
i n  h i s  household i l l  w ith  h i s  p o t io n s  and m edicines. He 
asks Rosina i f  she has seen th e  b a rb e r ,  and she r e p l i e s  
t h a t  she has j u s t  had a very  p le a s a n t  c o n v e rsa t io n  w ith 
him on a number o f  i n t e r e s t i n g  t o p i c s .  B a r to lo ,  h i s  
su sp ic io n s  im m ediately aroused , c a l l s  Bertha and Ambrosius 
and t r i e s  to  f in d  out from them what F ig a ro  and Rosina 
have been t a lk in g  abou t.  But he g e ts  nowhere because 
B erth a ,  under th e  in f lu e n c e  of a p o t io n ,  sneezes h e lp ­
l e s s l y ,  w hile Ambrosius, drugged, yawns in  th e  d o c to r 's  
f a c e .
B a r to lo  swears vengeance on the  b a rb e r  fo r  t h i s  
t r i c k .  At t h a t  moment Don B a s i l io  e n te r s .  The doc to r  
t e l l s  him th a t  he i s  determ ined t o  marry Rosina the  nex t 
day, f a i r l y  or o th e rw ise ,  B a s i l io  says he un d ers tan d s ,  
then  ta k e s  B ar to lo  a s id e  and informs him t h a t  he has seen 
Count Almaviva i n  th e  neighborhood. He im plies  t h a t  i t  i s  
th e  Count who i s  wooing Rosina. B ar to lo  storms a t  t h i s ,  
b u t B a s i l io  t e l l s  him th a t  he has a fo o lp ro o f  p lan  fo r  
d isp o s in g  of the  Count as a r i v a l .  The key to  h is  scheme, 
says  B a s i l io ,  i s  s la n d e r .
Then B a s i l io  s in g s  the  g re a t  a r i a  "La ca lunn ia"  in  
which he t r a c e s  th e  f a t a l  course of s la n d e r  from the  
m erest s ig h  of s u sp ic io n  to  the  storm o f  a c c u sa t io n  which 
d e s tro y s  i t s  v ic t im .
The s e t t i n g  fo r  Don B a s i l i o ' s  a r i a  i s  B a r to lo 's
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drawing room, a t r i a n g u l a r  chamber d iv ided  by a h e a v i ly  
b a r re d  double window. The w hite  w a l ls  a re  ornamented w ith  
a f r in g e d  t a p e s t r y  ( l e f t )  and a m ass ive ly  framed p o r t r a i t ,  
which hangs over the  o u ts id e  en tran ce  ( r i g h t ) . The h a r p s i ­
chord s tands  a t  l e f t , n ea r  a door le a d in g  to  B a r to lo 's  
q u a r t e r s .
D e sc r ip t io n  o f  C harac te r  S inging Aria 
Don B a s i l io  i s  u s u a l ly  made up to  look r a t h e r  p a le  
and chalky . He o f te n  wears a b ig  b lack  h a t ,  w ire rimmed 
g la s s e s ,  and a long , s t r i n g y  moustache. He i s  always seen 
wearing th e  somber, b la c k  robes o f  h i s  o rd e r .
Although n o t e f fe m in a te ,  he c e r t a i n l y  i s  no t th e  most 
m asculine c h a ra c te r  on s ta g e .  Because of h is  o rd e r ,  one 
would assume th a t  B a s i l i o ' s  c h a ra c te r  i s 'u n q u e s t io n a b le .  
However, t h i s  i s  no t th e  case .  He i s  a cons tan t snoop, 
who d e l ig h t s  in  d e v i l i s h  g o ss ip .  He th r iv e s  on com pli­
c a t in g  s i t u a t i o n s  and then  s tan d in g  back and watching the  
i n e v i t a b le  confusion  which fo llo w s .
One of th e  b e s t  d e s c r ip t io n s  o f  Don B a s i l io  comes 
from the  opera i t s e l f .  The Count th u n d e rs ,  "Who i s  t h i s  
Don B a s i l io ? "  "A solemn fe l lo w ,"  i s  th e  answer, "who 
manages to  have a f in g e r  in  every m atrim onial p i e ,  a hypo­
c r i t e ,  a v e r i t a b l e  down-and-out, w ith  never a f a r th in g  in  
h i s  po ck e t,  and R o s in a 's  music t e a c h e r . "  (Beaumarchais 
adds ano ther  touch t h a t  b ea rs  on th e  f u tu r e ,  "a poor
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c r e a tu re  whom i t  w i l l  be easy to  tw is t  round our f in g e r s o " )^
L i t e r a l  T ra n s la t io n  and IPA T ra n sc r ip t io n *
Slander  i s  l i k e  a b re e z e ,  a very  g e n t le  b reeze ,
La ca lunn ia  e un v e n t i c e l l o ,  un a u r e t t a  a s s a i  g e n t i l e ,
t h a t  im p e rc e p t ib le ,  s u b t ly ,  l i g h t l y ,  sw eetly  b e g in s ,
che i n s e n s i b i l e ,  s o t t i l e ,  leggerm ente, dolcemente incom incia ,
Ke o + A i |e  I f r w E A i e .
beg ins  as a w hisper.  S o f t ly ,  s o f t l y ,  small-minded, mean, 
i n  an
incom incia  a s u s s u r r a r .  P iano , p ian o , t e r r a ,  t e r r a ,  s o t to  
voce
Û. i u ^ S u r ra r  pj(tno Hrra-
V o 4 - j c
u ndertone , w h ispering , runn ing , ru n n in g ,  humming, buzzing;
s ib i la n d o  va sco rren d o , va sco rren d o , va ronzando, va 
ronzando;
f  i la.n j o  \1CL sk'ûrrfmdo \J(L s k D r r^ n d o  iA. onjianilû \Ja.
rDnd2anc|b
in  the  ears  o f th e  people in t ro d u c in g ,  in tro d u c in g  c l e v e r ly ,  
n e l l ' o recch ie  d e l l a  gente s ' i n t r o d u c e ,  s ' in t r o d u c e  des-
r ) € l l  o r e K K j g  & l k  s i n l r o d q i j e  j m - f r o d u f j c
■fra. nr)fn4e
th e  testim ony and th e  judgement, th e  testim ony and th e  
judgement, s tu n n in g ,
e l e  t e s t e  ed i  c e r v e l l i , e l e  t e s t e  ed i  c e r v e l l i  f a  
s t o r d i r e ,  r
€ I f i  - H j f  e  a d  '  4 j . € r \ k U '  6  d d  : I I  < ^
^Ernest Newman, Great O peras, Vol. I  (New York:
Random House, I 958) ,  p .  $1.
*Key to  IPA symbols used in  t r a n s c r ib in g  I t a l i a n  i s  
found on page 93«
A.
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d a z z l in g ,  b ew ild e r in g  and exaggerating» From out th e  
mouth comes an
f a  s t o r d i r e ,  f a  s t o r d i r e  e f a  gonfia r»  D alla  bocca f u o r i
5+ O f d i r e  a  f ^  ^uor,
\\jCnd 0
in c r e a s in g  u p ro a r ,  which ta k e s  power l i t t l e  by l i t t l e
lo  schiamazzo va crescendo , prende fo rz a  a poco a poco,
Io j K j  KrefcnJù f ) r 4 j ^  a. fûl^o
a l re a d y  f ly in g  from p la c e  to  p la c e ,  seeming to  thunder , 
l i k e  a  storm
v o la  g ia  d i  loco  in  lo c o ,  sembra i l  tuono, l a  t empesta che
# 1  A, It Ko in lûWo | -j-tiDno
w h is t l in g  through th e  f o r e s t ,  rum bling , and you a re  f ro z e n
n e l  sen d e l l a  f o r e s t a  va f i s c h ia n d o ,  b ron to lando , e t i  
f a  d 'o r r o r  g e la r ,
ncl ( d c l k 'T o n s f t t  VA. f f s  k'jAndo bon+ûlancld d  f i  
f ( L  d ) r r o r  e U r
w ith  h o r ro r !  The propaganda doubles u n t i l  i t  overflows 
and b u s ts  producing
A lla  f i n  t ra b o c c a  e sco p p ia ,  s i  propaga, s i  raddoppia e 
produce u n ' j i  .
» l k  A n  + ra b o V ; l&  e  5 k ^ p p i« -  si p r o j x î y  s ,  W d ) p p ' « - e  
un
an ex p lo s io n  l i k e  a sh o t  from a cannon, l i k e  a shot from 
a cannon,
e sp lo s io n e  come un co lpo  d i  cannone, come un colpo d i  
cannone, , , . ly I J.gs pi 02.1 One |(oMt nn l/slpo q: |<ûn\c un KDipû d/
on e
an earthquake , a storm , an earthquake , a storm, an e a r th ­
quake, a storm
un trem uoto , un tem p o ra le ,  un trem uoto , un tem porale , un 
trem uo to , un
u n  f r e m v f d i o  Kn p ^ r ^ l ^  Kn un  u n
un
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t h a t  resounds th rough  th e  a i r ,  an earthquake , a storm ,
tem pora le  che f a  I ' a r i a  rimhombar, un trem uoto, un 
tem pora le , .
-|-£mpor«k \<e -Rt U r jA  xn
c.
an ea r thquake , a storm , an earthquake , a storm th a t  sounds 
th rough
un trem uoto , un tem p o ra le ,  un trem uoto , un tem porale che 
f a  1 ' a r i a  .
f r e f h v /b t ' o  Kh por&lg. l y n  - frerm W ûfo  a/i o r a l e  K&
the  a i r !  And th e  w retched fe llo w s  s lan d e red ,  h u m il ia te d ,  
tram pled ,
rimhombar! E i l  meschino c a lu n n ia to ,  a w i l i t o ,  c a lp e s ta to ,  
rzm kom b& r e .  H io.Vo 11:4o  |< A lj)C J+ a + ô
beneath  the  p u b l ic  whip meets h i s  d ea th ,
s o t to  i l  pubblico  f l a g e l l o  p e r  gran s o r t e  va a c re p a r .
$ - ) W o  I'l pUbbl>\<£o f  lA^^elIc» p e r  g r a n  jo r -b e  \Jû< a ,
And the  wretched f e l lo w  s la n d e re d ,  h u m il ia te d ,  tram pled , 
benea th
E i l  meschino c a lu n n ia to ,  a w i l i t e ,  c a lp e s ta to ,  s o t to  i l
f  M  I '  4 - g  l < A l  4 4 - Ü  î \
th e  p u b l ic  whip meets h i s  dea th , beneath
pubb lico  f l a g e l lo  p e r  g ran  s o r t e  va a c re p a r ,  s o t to  i l  
pubb lico
piül;bi»l<'ü fiAi^3£llo s l H e  A {
paJ?b)\Kû
the  p u b l ic  whip meets h i s  death , beneath  th e  p u b lic  
f l a g e l l o  per gran s o r t e  va a c re p a r ,  s o t to  i l  pubb lico
y&n k'rcpar 11 pUlîVo
f k d ^ c l l b
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whip meets h is  d ea th ,  y e s ,  dea th ,  y e s ,  dea th ,
p e r  g ran  s o r te  va a c re p a r ,  s i ,  va a c re p a r ,  s i  va a 
c re p a r ,  , , ,
per Gnnr\ Va- a. K r e p i i r  \ja. a. K fC p a f  s i  \ja &
K r e p a r
y e s ,  death!
s i ,  va a c repar!
$1 VA. A.
D iscussion  of S ty le
The f a c t  t h a t  a comic opera ranked w ith  Le Nozze 
d i  F igaro  and F a l s t a f f  as one of the  th re e  m a s te r ­
p ie c e s  o f i t s  k in d  should have in c luded  a q u a n t i ty  
o f  m a te r ia l  p re v io u s ly  used elsew here i s  l e s s  a s to n ­
i s h in g  than  th e  f a c t  th a t  so much o f  the  m a te r ia l  
was l i f t e d  from non-comic works. The o r ig in  o f Don 
B a s i l i c ' s  "La ca lunn ia"  i s  a good example. In  t h i s  
s p le n d id  a r i a  R o ss in i  made p r o f i t a b l e  use of an 
opening chorus and an e f f e c t i v e  crescendo from ano ther^  
" e x c e s s iv e ly  s e r io u s "  opera, Sigismondo (Venice l 8 l 4 ) .
As the  a r i a  beg ins  the  o r c h e s t r a  i s  hushed to  a s o t to  
voce , "S lan d e r ,"  B a s i l i c  says , " s t a r t s  as a g e n t le  b reeze ,  
t h a t  im p e rc e p t ib ly  grows in  fo rc e  as th e  s la n d e r  p asses  
from mouth t o  mouth, from ear to  e a r ,  what was no more 
than  an almost in a u d ib le  h is s  in  the  f i r s t  p lace  becoming 
in  time a h o r r i f y in g  r o a r  th a t  rends  th e  a i r  l i k e  th e  
f i r i n g  o f  a cannon, t i l l  the w retched v ic t im  f in d s  h im se lf  
crushed under the  weight of p u b l ic  op in ion  and h a t r e d , "
To d e p ic t  the  g radua l sw elling  of th e  s la n d e r  from a 
b re a th  to  a g a le ,  R o ss in i  employs e f f e c t i v e l y  a dev ice  
t h a t  was always a f a v o r i t e  of h i s ,  a  slow crescendo
^Spike Hughes, " I r r e p r e s s i b l e  S p i r i t , "  Opera News, 
March 19, 1966, p ,  24,
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beginn ing  almost inaud ib ly , in  th e  s t r i n g s  and p i l i n g  up to  
a fo r t i s s im o :
At th e  words "The wretched fe l lo w  s la n d e re d ,  h u m il ia te d ,  
tram pled  beneath  th e  u n r e s t r i c t e d  c a lam ity  fo r  the  grand 
d e s t in y  of death" th e  o rc h e s t r a  drops to  a p ian iss im o  
ag a in  as a s i n i s t e r  p h rase  makes a chromatic d escen t in  
th e  s t r i n g s  and bassoon:^
PP
■V
iA
Cèrre'ct s t y l e  i n  t h i s  a r i a  r e q u i r e s  t h a t  a l i n g e r  
keep th e  rhythm e x a c t ,  execute  th e  n o te s  c l e a r l y ,  observe 
s ta c c a to  p assag es ,  be very  l i q u i d  i n  the  le g a to  passages  
(even though th ey  a re  f a s t ) ,  and observe dynamic m ark ings .
This a r i a  i s  d i f f i c u l t  to  s in g .  For the  fo llo w in g  
rea so n s  i t  should  be s tu d ie d  only a f t e r  a g rea t  d ea l  of 
v o ca l  development: i t  i s  long , i t  has an extended ra n g e ,
i t  has a high t e s s i t u r a , and because o f the  wide le a p s
^Ernest Newman, Great O peras, Vol, I  (New York:
Random House, 1958), p .  57°
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and f a s t  moving s c a le  p assag es ,  i t  demands a h igh  degree 
o f  a g i l i t y .
The s in g e r  s tu d y in g  t h i s  a r i a  should  be aware o f th e  
t r a n s p o s i t i o n  which i s  u s u a l ly  made. Although w r i t t e n  in  
D M ajor, a f a c t  which causes the  top  n o te  to  be F ^ ,  
b as se s  t r a d i t i o n a l l y  s in g  the  a r i a  in  C Major, i n  which 
case th e  top  n o te  i s  E ^ .
The s in g e r  should a lso  be aware o f  a cu t which i s  
alm ost always made. Beginning w ith  measure e ig h ty -e ig h t  
th e  cu t extends th rough  measure one hundred f iv e .
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VERDI, GIUSEPPE ( " I n f e l i c e ,  e tuo  c red ev i" )
E rn a n i , opera i n  fo u r  a c t s .  L ib r e t to  by Francesco 
P iave ; based on V ic to r  Hugo's drama H ern an i . P rem iere: 
T ea tro  l a  F en ice , March 9, l844 . American prem iere : Park
T h e a te r ,  New York, A p r i l  1$, 184?•
C harac te rs  :
Don C arlo s ,  King of C a s t i l e  (b a r i to n e )
Don Ruy Gomez de S i lv a ,  a Spanish  grandee (bass)  
Donna E lv i r a ,  h i s  b e t ro th e d  (soprano)
Juana, h e r  n u rse  (mezzo-soprano)
Ernan i,  a b a n d i t  c h ie f  ( te n o r)
Nobles; L ad ies ; Follow ers o f th e  King; Follow ers  
o f de S i lv a ;  Follow ers of E rn an i.
The a c t io n  ta k e s  p la c e  in  Aragon, A ix - le -C h a p e lle ,  
and Saragossa , in  1519*
P lo t  
Act 1
Scene: The mountains o f Aragon. Outlaws g a th e r
about t h e i r  l e a d e r ,  th e  p ro sc r ib e d  nobleman E rnan i, who 
t e l l s  them t h a t  h is  beloved E lv i r a  must marry h e r  e ld e r ly  
u n c le ,  Don Ruy Gomez de S i lv a .  R evealing  th a t  de S i lv a  
has d e ta in e d  E lv i r a  i n  a nearby  c a s t l e ,  Ernani secu res  
th e  p ledge of h i s  men to  he lp  in  re sc u in g  h e r .
That evening, as the  lady  E lv i r a  im p a t ie n t ly  aw aits  
h e r  lo v e r  (Ernani) i n  a cou rty a rd  o f de S i lv a 's  c a s t l e ,  
she i s  v i s i t e d  by an o th e r  s u i t o r ,  C harles  I  of Spain 
(C a r lo s ) ,  who p a s s io n a te ly  d e c la re s  h i s  lo v e .  When the  
k ing  t r i e s  to  abduct h e r ,  E lv i r a  sn a tc h e s  h i s  dagger in
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s e l f - d e f e n s e .  E rnani suddenly le a p s  from the  b a t t l e m e n ts ,  
and C ar lo s ,  who has s to le n  th e  o u t la w 's  p o ssess io n s  and 
k i l l e d  h i s  f a t h e r ,  t a u n ts  him with i n s u l t s .  The two men 
a re  about to duel when de S i lv a  b u r s t s  i n  and i s  shocked 
to  d isco v e r  E lv i r a  w ith  s t r a n g e r s .  At t h i s  p o in t  he s in g s  
th e  b e a u t i f u l  a r i a  " I n f e l i c e ,  e tuo  c r e d e v i ,"  J u s t  then  
th e  ro y a l  s ta n d a r d - b e a r e r 's  a r r i v a l  r e v e a ls  C a r lo s ' id e n ­
t i t y  to  the  a s to n ish e d  de S i lv a ,  who pays him homage. The 
k ing  announces t h a t  he w i l l  spend th e  n ig h t  in  the  c a s t l e  
and d ism isses  E rnani as a mere r e t a i n e r .  Smarting under  
th e  i n s u l t ,  Ernani m u tte rs  h i s  h a t r e d ,  b u t i s  urged  by 
E lv i r a  to  f l e e .
Act I I
Scene: The m agn ificen t co u r ty a rd  o f  de S i l v a ' s  p a lace .
F e s t i v i t i e s  a re  in  p ro g re s s  f o r  h i s  m arriage to  E lv i r a ,  
E rnani appears , d isg u is e d  as a p i lg r im ,  and i s  extended 
th e  h o s p i t a l i t y  o f th e  house by de S i lv a  h im se lf .  When 
E lv i r a  e n te rs  in  b r id a l  d r e s s ,  Ernani throws a s id e  h i s  
c lo ak  and o f fe r s  h i s  own head , on which a p r ic e  has been 
s e t ,  as  a wedding g i f t .  E lv i r a ,  l e f t  alone f o r  a moment 
w ith  h e r  lo v e r ,  a s su re s  him she would have k i l l e d  h e r s e l f  
r a t h e r  than  marry de S i lv a ,  who r e tu r n s  to  f in d  the  couple  
embracing. Such i s  th e  o ld  man's code o f  honor, however, 
t h a t  when the  k ing  approaches, de S i lv a  conceals  E rnan i in  
a chapel r a th e r  th an  b e t r a y  h i s  p re se n c e .  Carlos f u r i ­
o u s ly  accuses de S i lv a  of h a rb o rin g  th e  outlaw , whereupon
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th e  o ld  man o f f e r s  h i s  own head as f o r f e i t .  When E lv i r a  
ru sh es  in  to  beg mercy of the  k in g ,  he s e c r e t l y  renews h i s  
d e c la r a t io n  o f  love and d e p a r ts  w ith  her  as h o s ta g e ,  
de S i lv a  now demands s a t i s f a c t i o n  o f  E rnan i,  b u t  th e  b a n d it  
r e v e a l s  to  th e  a s to n ish e d  grandee t h a t  the  k in g  a l s o  i s  
a s u i t o r  f o r  E l v i r a ' s  hand. As a token o f  f a i t h ,  Ernani 
g ives  h i s  hun ting  horn to  de S i lv a ,  prom ising to  appear 
f o r  ex ecu tio n  whenever th e  o ld  man sounds i t .  Tem porarily  
u n i te d  in  E l v i r a ' s  cause , th e  two men ru sh  o f f  to  f i g h t  
th e  k in g .
Act I I I
Scene: Charlemagne's tomb in  A ix - le -C h a p e l le ,  As
Carlos aw aits  the e l e c t o r ' s  cho ice  fo r  th e  n e x t  Holy Roman 
Emperor, he m ed ita tes  on th e  f u t i l i t y  of w ealth  and power. 
He goes in to  the  tomb as c o n s p ir a to r s  g a th e r  t o  choose h i s  
a s s a s s in .  Ernani i s  s e le c te d ;  r e fu s in g  to  y i e ld  h is  ta s k  
to  de S i lv a ,  he again  provokes th e  old  man's w ra th .  The 
o th e rs  swear an end to  ty ra n n y .  As booming cannon announce 
t h a t  Carlos has been e le c te d  emperor, th e  k ing  emerges 
from h id in g  and o rd e rs  t h e  assembled e l e c t o r a t e  to  punish  
th e  c o n s p ir a to r s  by im prison ing  commoners and beheading 
th e  n o b le s .  Ernani s te p s  from the  crowd to  d e c la re  him­
s e l f  Don Juan of Aragon, whereupon E lv i r a  once aga in  
beseeches mercy of C a r lo s .  Addressing h im se lf  to  th e  
s p i r i t  o f  Charlemagne, th e  new emperor g ra n ts  clemency to
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th e  c o n s p ira to r s  and agrees  to  a llow  th e  m arriage o f  Ernani 
and E lv i r a ,  de S i lv a  broods on revenge.
Act IV
Scene: The p a la c e  o f  Don Juan of Aragon. As a masked
b a l l  c e le b ra te s  the nobleman's approaching wedding, a 
m yster ious  s t r a n g e r  h au n ts  the t e r r a c e ,  E rnani and E lv i r a ,  
le a v in g  th e  merrymakers f o r  a moment, embrace. Three times 
a d i s t a n t  horn sounds, i n t e r r u p t in g  t h e i r  embrace. Ernani 
fak es  i l l n e s s  and sends the  t e r r i f i e d  E lv i r a  f o r  a p h y s i ­
c ia n ;  then  he co n f ro n ts  de S i lv a ,  who has to rn  o f f  h i s  
mask.
Ernani p leads  f o r  a moment of happiness  a t  the  end 
o f  h i s  l i f e  of m isery , b u t  the  old man i n s i s t s  t h a t  th e  
s i n i s t e r  compact be f u l f i l l e d .  O ffered a dagger, Ernani 
s ta b s  h im se lf  and f a l l s  dying in  E l v i r a ' s  arms as de S i lv a  
pronounces h is  vengeance f u l f i l l e d .
D e ta i l s  o f Scene Leading to  
and Inc lud ing  A ria
This scene r e v e a l s  th e  p a t io  o f de S i l v a 's  r e n a is s a n c e  
p a la c e ,  suggested  by a s e r i e s  o f  w a lls  and s t a i r c a s e s  w ith  
w h ite  i ro n  g r i l l e d  r a i l i n g .
E lv i r a  i s  im p a t ie n t ly  aw aiting  th e  a r r i v a l  of h e r  
lo v e r ,  Ernani. As she w a i ts ,  an o th e r  s u i t o r ,  C ar lo s ,  
appears  and t r i e s  to  woo h e r .  At t h a t  moment Ernani 
e n t e r s ,  sees  what i s  ta k in g  p la c e ,  and i s  th re a te n in g  
Carlos when de S i lv a  e n te r s  and f in d s  th e  two men w ith
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h i s  b r id e - to - b e .  Here de S i lv a  s in g s  the  b e a u t i f u l  a r i a  
" I n f e l i c e ,  a tuo c r e d e v i ."  While he i s  s in g in g  th e  a r i a ,  
a l l  a c t io n  s to p s ,  and th e  p ic tu r e  on s tag e  r e v e a ls  E rnan i,  
C a r lo s ,  E lv i r a ,  de S i lv a ,  and h i s  fo l lo w e rs ,  who came ru sh ­
in g  in  a t  h i s  c a l l .
At t h i s  p o in t  i t  would be good to  make an observa­
t i o n  concerning the  . .p o s it io n  o f  the  a r i a  in  th e  opera .
The a r i a ,  though u n q u es tio n ab ly  b e a u t i f u l  and im p ress iv e ,  
seems i l l  tim ed. D iscovering  Ernani and th e  k ing  about 
to  f i g h t  a duel over E lv i r a ,  the  o ld  man expresses  f i r s t  
d is i l lu s io n m e n t  and th e n  anger in  an a r i a  t h a t  would be 
m agn if icen t i f  he were alone on s ta g e  and th e  mood was 
n o t so te n s e .  Here i t  de lays  th e  a c t io n  un reasonab ly . 
S u re ly  the  k ing  would r e q u i r e  no more than  a few seconds 
to  in v e n t  an excuse f o r  be ing  on th e  p rem ises , bu t the  
a r i a ' s  le n g th  compels him e i t h e r  to  w ait  r e s p e c t f u l l y  to  
r e v e a l  h i s  i d e n t i t y  o r  to  show confusion  along w ith  th e  
o th e r s .  L a te r  in  V e r d i 's  c a re e r ,  he had th e  a u th o r i t y  to  
say  to  a l i b r e t t i s t ,  "No, an a r i a  d o e s n 't  belong h e re .
Give me .a few words t h a t  ge t to  th e  p o in t  q u ic k ly ."  At 
t h i r t y  the  composer was s t i l l  working w ith in  t r a d i t i o n :  
th e  bass  had h i s  showpiece.
D e sc r ip t io n  o f  C harac ter  Singing A ria 
de S i lv a  i s  an o ld  man w ith  g ray  h a i r  and bea rd . In  
th e  f i r s t  a c t  he appears  wearing over h is  b lack  s u i t  a 
k n e e - le n g th  b lack -an d -g o ld  brocaded cape, w ith  a r i c h  fu r
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c o l l a r .  In  th e  second a c t  he wears a gold and s c a r l e t  
tu n ic  w ith  s i lv e r  s le e v e s ,  covered by a lo n g , p a le -b lu e , 
s le e v e le s s  coat banded w ith  g o ld , w h ile  as th e  s i n i s t e r  
masker he covers h is  b lack  costume w ith  a long  b lack  cape.
de S i lv a 's  p e r s o n a l i ty  suggests  the  t ru e  "grandee" 
S p an ia rd . He i s  always g rav e , n o b le , and h o n o rab le . His 
s tro n g  code o f honor i s  ex em p lified  in  th e  second a c t 
when, a lth o u g h  h im se lf  an enemy of E rn an i, he g iv es  E rnani 
p ro te c t io n  a g a in s t th e  k in g 's  o rd ers  r a th e r  th an  b e tra y  
h is  g u e s t.  He even o f fe r s  h i s  own head as f o r f e i t ,  
de S ilv a  i s  a lso  a v e ry  d is tu rb e d  man, as can be seen as 
he s in g s  h is  " I n f e l ic e .  . . . "  He cannot understand  why 
a man o f  h is  age i s  s t i l l  to rm ented  w ith  p a ss io n s  and 
d e s ir e s  which norm ally  would be experienced  by a much 
younger man.
L i te r a l  T ra n s la t io n  and IPA T ran sc rip tio n *
What ev er do I  see! In  th e  most sacred  re c e s s e s  of my 
home,
Che mai v e g g 'io !  Nel p é n é t r a i  p iu  sacro  d i mia magione,
K f n u i (\£\ pGnc-frA-l p ju  Sftk'rû di yua,
n ear h e r ,  who i s  to  be th e  d u t i f u l  w ife  o f S i lv a ,  two 
seducers
p re sse  a l e i  che sposa e s s e r  dovra d 'u n  S ilv a ,  due se d u t-
prau ^ lei’ l^ e sfoxa. isstr  dun f'ld i Juc
*Key to  IPA symbols used  in  tr a n s c r ib in g  I t a l i a n  i s  
found on page 93»
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I  f in d ?  H ello  th e re !  Come in  my f a i t h f u l  f r ie n d s !
io  scorgo? E n tra te ,  o la ,  m iei f i d i  c a v a l ie r i !
olx  m ifi "Tid; k^VA-licr,'
Everyone b e a r  te stim o n y  o f th e  d ish o n o r, the  d isg ra ce  
which i s  brought to  your lo rd !
S ia  ognun te stim o n  d e l d iso n o re , d e l 'o n ta  che s i  re c a  
a l  suo s ig n o re !
Ù mf\ Jcl Jiiontre \<e s! rtfka-
5 ÎjlO fC
How u n fo rtu n a te !  Your b e l i e f  th a t  one so pure and 
b e a u t i f u l  could  lo v e  you,
I n f e l ic e !  e tuo  c red ev i S i b e l c ig l io  im m aculateoo«
Xn-feltje e -Kuo K rfdev.' si bel ïmma. I^i*k4'û
+1àî\ H 0
w ith  your snow-white h a i r ,  se a le d  in s te a d ,  s e a le d  in s te a d  
my d ishonor
c r in e  f r a  l e  nev i Piomba in v ece , piomba invece i l  d iso n o ro o ,
"Tra. (< nevi it ^iionor
And why, why, in  my aged bosom does my h e a r t  b ea t so 
y o u th fu l ly
Ah, p e rch e , perche I 'e t a d e  in  seno G iovin core m'ha
p C rK f  Stu  d y " "  K o re
My ag ing  could  a t  l e a s t  come w ith  my y e a rs , and c h i l l  
th e  f i r e s , c h i l l  th e  f i r e s  th a t  a re  ag a in  in  my h e a r t ,
Mi dovevan g l i  ann i almeno Far d i g e lo , f a r  d i gelo  
ancora  i l  c o r, » i a t. i I
m: Jovev& n Ki f& r d y l o  d, d y i o
AAkorgL 1 1 Vor
c h i l l  th e  f i r e s  t h a t  a re  ag ain  in  my h e a r t ,  c h i l l  th e  
f i r e s  t h a t  a re  ag a in  in  my h e a r t ,
f a r  d i g e lo  ancora i l  c o r , f a r  d i gelo  ancora i l  c o r ,
Mi dovean
f dnkcr^L ,'| kcr di ani^orA. I'l k'or
mi éOMCAn
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My ag ing  cou ld  a t  l e a s t  come w ith  my y e a rs , and c h i l l  
th e  f i r e s  th a t  a re  again  in  my h e a r t ,
g l i  ann i almeno Far d i  g e lo , f a r  d i  gelo  ancora i l  c o r,
#nn) far fa r  dl ai l^^Ofa. i'| k o f
ag ain  in  my h e a r t ,  a g a in , ag a in  in  my h e a r t!  
ancora i l  c o r , an c o ra , ancora  i l  cor!
11 [ < ù r  a n K c r a .  i [  (for
D iscu ssio n  o f  S ty le
M u sica lly , E rn an i belongs to  V e rd i 's  e a r ly  s ty l e ,  one
c lo s e ly  r e l a t e d  to  B e l l in i .  V erdi had n o t y e t  found the
road  which le d  to  A ida , O te llo  and F a l s t a f f . However, the
q u a l i t i e s  t h a t  in s u re  V e rd i 's  p o p u la r i ty  a re  p re s e n t in
f u l l  m easure: l y r i c  m elodies o f immediate ap p e a l, a r ia s
and ensem bles, and moving d ram atic  cho ruses.
Speaking s p e c i f i c a l l y  o f th e  a r i a ,  " I n f e l i c e ,  a tuo
c re d e v i ,"  C esare S ie p i say s .
Here i s  a ty p ic a l ly  V erdian a r i a ,  r e q u ir in g  generous 
e x p en d itu re  o f th e  "o ld  school vo ice" fo r  c o r re c t  
s t y l e .  D eclam atorios sung w ith  a u th o r i ty ,  le g a to s  
execu ted  w ith  f la w le ss  te c h n iq u e , m a je s tic  p h rasin g  
and the  s k i l l  to  handle d i f f i c u l t  f i o r i t u r e  a re  a l l  
p a r t  o f th e  t o t a l  p ic tu re  o f  th e  a r i a .^
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VERDI, GIUSEPPE ("Dormirb s o l  n e l manto mio r e g a i ” )
Don C a r lo s , opera in  fo u r  a c t s .  L ib re t to  by F ran co is  
Joseph  Mery and C am ille du L o d e ; based  on the S c h i l l e r  
tra g e d y  of th e  same name. P rem iere: P a r is  Opera, March 11,
1867 . American p rem ie re : Academy o f M usic, New York,
A p ril 12, 1877 .
C h a rac te rs :
P h i l ip  11 o f Spain  (bass)
Don C arlo s , son o f P h i l ip  11 ( te n o r)
Rodrigo, M arquis o f Posa (b a r ito n e )
E liz a b e th  of V alo is  (soprano)
Grand I n q u is i to r  (bass)
P r in c e ss  E b o li (mezzo soprano)
A f r i a r ;  Countess o f Aremberg; A ro y a l h e ra ld ;
L adies; Gentlemen; I n q u is i to r s ;  C o u r tie rs ;
Pages; Guards; S o ld ie rs ;  M a g is tra te s .
The s e t t in g  i s  F rance and Spain in  th e  s ix te e n th  
c en tu ry .
As produced in  i t s  o r ig in a l  form , Don C arlos had f iv e  
a c t s .  This o r ig in a l  v e rs io n  was w r i t te n  f o r  P a r is .  When 
V erdi took  th e  opera to  I t a l y ,  he re v is e d  the  opera, 
t r a n s l a t i n g  i t  in to  I t a l i a n ,  b u t keep ing  a l l  f iv e  a c t s .  
L a te r ,  V erdi made a second r e v is io n .  This tim e th e  f i r s t  
a c t  was c u t.  This t h i r d  v e rs io n  ( th e  f o u r - a c t  v e rs io n )  i s  
th e  one most o f te n  perform ed to d ay .
P lo t  
Act 1
Scene: The Convent o f S t. G iu s to . E liz a b e th  and
P h i l ip  11 a re  m arried ; b u t Don C arlo s i s  unable to  fo rg e t
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h is  f e e l in g s  fo r  h e r .  His f r ie n d  Rodrigo ad v ises  him to  
leav e  th e  country  and fo rg e t  h e r .  When Don C arlos v i s i t s  
E liz a b e th  to  t e l l  h e r  o f  h is  d e p a rtu re  and to  ask  th e  
k in g 's  p erm issio n  to  go, th e  o ld  flam e burns h o t a g a in , 
and th e y  f a l l  in to  each o th e r 's  arm s.
Act I I
Scene I :  The Q ueen's garden . At c a rn iv a l tim e ,
Don C arlos m istakes th e  masked P rin c e ss  E b o li f o r  E l iz a ­
b e th . The P r in c e ss  i s  h e r s e l f  in  lo v e  w ith  Don C a rlo s . 
When she r e a l i z e s  th a t  h is  a rd e n t words o f love a re  
in ten d ed  n o t fo r  h e r s e l f  b u t fo r  E liz a b e th , she fu r io u s ly  
denounces Don C arlos and th re a te n s  to  expose him to  th e  
k in g .
Scene I I :  A square  b e fo re  N ostra  Donna D 'A tocha.
Don C arlo s appears a t  th e  head of a  d e le g a tio n  o f Flem ings 
to  a sk  th e  k ing  f o r  mercy fo r  th e se  p eo p le . When th e  k ing  
tu rn s  a deaf e a r ,  Don C arlos draws h is  sword and p rocla im s 
h is  w illin g n e ss  to  f ig h t  f o r  th e  freedom  o f the F lem ings.
On th e  k in g 's  o rd e r, Rodrigo tak es  away Don C a r lo s 's  sword.
Act I I I
Scene I :  The K in g 's  chamber in  th e  E sc u r ia l P a lace
in  M adrid. Advised by P r in c e ss  E b o li of E l iz a b e th 's  
i n f i d e l i t y ,  th e  k ing  ponders h is  u n fo rtu n a te  s t a t e  as he 
i s  unab le  to  s le e p  ("Dormiro so l n e l m anto"). The Grand 
I n q u is i to r  comes to  ad v ise  th e  k ing  t h a t  Don C arlos must
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be im prisoned , and th e  k ing  co n se n ts . The P r in c e s s  by 
now re p e n ts  o f h av ing  been an in fo rm er and speaks o f h er 
angu ish  in  be ing  th e  in s tru m en t o f  Don C a r lo s ’ d e s tru c t io n .
Scene I I :  A dungeon. C arlos s i t s  and broods over
h is  f a t e .  Rodrigo e n te rs  and e x p la in s  th a t  C arlo s i s  no 
lo n g e r in  d is fa v o r  w ith  the  k in g . The r e a l  t r a i t o r ,  the 
one who in c i te d  th e  F lem ish to  r e v o l t  i s  R odrigo . At th a t  
moment two men come down th e  s te p s  o f the dungeon. One 
o f th e  men r a i s e s  a gun and f i r e s  a t  Rodrigo. Rodrigo 
c o lla p se s  in  C a r lo s ’ arm s. P h i l ip  e n te rs  and announces 
th a t  C arlos w i l l  be  r e s to r e d  to  h i s  r ig h t f u l  p la c e .  C arlos 
denounces h is  f a th e r ,  and p o in tin g  to  R odrigo’s body, c r ie s  
"Here i s  where my h e a r t  i s . "  At th e  p a lace  g a te  th e  mob 
ru sh e s  i n ,  P h i l ip  denounces C arlos as a t r a i t o r .
Act IV
Scene: The c l o i s t e r  o f th e  Convent o f S t .  G iusto .
Don C arlo s ru sh es  to  th e  tomb of C harles V in  th e  m onastery 
to  meet E liz a b e th  s e c r e t l y .  The k in g  d isco v e rs  them th e re .  
He tu rn s  Don C arlo s  over to  th e  o f f ic e r s  o f th e  I n q u is i ­
t i o n .  Suddenly a monk, d ressed  in  th e  c lo th in g  o f  th e  
Emperor, s te p s  out o f th e  tomb. The o f f i c e r s ,  in  dread 
o f what th ey  b e l ie v e  to  be an a p p a r i t io n ,  f r e e  Don C arlo s. 
As P h i l ip  and E liz a b e th  cry out in  h o r ro r ,  C harles  V 
le a d s  Don C arlos in to  th e  darkness of th e  tomb.
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D e ta ils  o f  Scene Leading to  
and In c lu d in g  A ria
The a r i a  "Dormiro s o l  n e l manto" comes a t  th e  b eg in ­
n in g  o f Act I I I ,  Scene I .  One should  keep in  mind th a t  
th e  a r i a  i s  p a r t  o f  a v ery  im p ressiv e  " sc e n a ."  The scene 
i s  s e t  in  th e  E s c u r ia l  P a lace  in  M adrid. As th e  c u r ta in  
r i s e s ,  th e  King, a lo n e  on s ta g e , i s  seen s i t t i n g  beh ind  
a desk  w ith  h i s  head down on th e  desk . He rem ains t h i s  
way d u rin g  th e  pow erfu l in s tru m e n ta l in tro d u c t io n .  Only 
a few b a rs  b e fo re  he beg ins to  s in g  does he slo w ly  l i f t  
h i s  head . In  r e c i t a t i v e  he v o ices  h is  th o u g h ts  abou t 
E liz a b e th -  he knows she has never loved  him. B i t t e r l y  
he r e c a l l s  how she looked a t  th e  g ray in g  King th e  day 
she came from F ran ce . He s ta r e s  in to  space , deep in  
th o u g h t. Suddenly he n o tic e s  th e  dawn and ro u ses  him ­
s e l f .  So th e  days and n ig h ts  p a s s ,  he murmers. Then he 
b eg in s  th e  g re a t  d ram atic  a r i a .
S harp ly  c o n tra s te d  w ith  th e  grace o f  th e  r i s i n g  
G othic a rch es  and swaying cy p resses  of p rev io u s  s e ts  
i s  th e  sev ere  an g u la r Spanish i n t e r i o r  o f  th e  s e t  used 
in  t h i s  scen e . The unadorned w h itew alled  room i s  
u n re lie v e d  excep t by th re e  p ie c e s  of m assive d ark  
w alnu t Spanish f u r n i tu r e  and a heavy w alnut d oo r. 
S y m bolica lly , th e  shadow o f a c ro ss  i s  c a s t  on th e  
w a l l . l
D e sc r ip tio n  o f C h arac te r  S inging  A ria
King P h i l ip  i s  app rox im ate ly  50 years  o ld  in  V e rd i 's  
opera ( a c tu a l ly  he was nn ly  4 l a t  th e  time o f  th e se  t r a g ic
^R olf G eraro, " S e t t in g s ,"  Opera News. November, 1950,
p . 18 .
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e v e n ts ) .  He has th ic k  h a i r  and b eard , sp eck led  w ith  g ray . 
He i s  f i r s t  seen  in  a b la c k  costume and a c c e s s o r ie s , which 
he r e p la c e s  f o r  h is  c o ro n a tio n  w ith  b la c k  and gold m e ta l-  
l i c - c l o t h  g a rb . Over t h i s  he p la c e s  a r e g a l  c loak  o f 
s c a r l e t  v e lv e t  w ith  a tw e lv e -in c h  edging o f w hite  f u r .
P h i l ip  I I  i s  a to rm ented  man. He i s  a r a th e r  d a rk , 
somber, b rooding  f ig u r e .  I n i t i a l l y ,  one has no sympathy 
f o r  him, b u t one can a ls o  be s o rry  fo r  him: i t  i s  t ru e
he i s  c r u e l ,  b u t he i s  a t  war w ith  h im se lf . In  th e  scene 
w ith  R odrigo , he shows h is  d e s ire  fo r  a f r i e n d ,  h is  love 
f o r  E liz a b e th ;  w ith  th e  I n q u is i t o r ,  he r e v e a ls  h im se lf  as 
a s u f f e r in g  human b e in g , no longer a v i l l a i n .
L i t e r a l  T ra n s la t io n  and IPA T ra n sc rip tio n *
She never loved  me ! no ! h e r  h e a r t  i s  locked  to  me, lo v e  
fo r  me she has n o t ,
E l la  giammai m'amo! no! q u e l cor ch iuso  è a me, amor p e r 
me non ha ,
f l k  m m o  no W l  Vùr k j u z o  e  A me a m o r  p e r
me non ^
fo r  me she has n o t! I  see h e r  ag a in  as she looks a t  my
p e r me non ha! Io  l a  r iv e d o  ancor contem plar t r i s t a  in
per me non û 1ft. r f v e d o  K O n P  4
*Key to  IPA symbols u sed  in  t r a n s c r ib in g  I t a l i a n  i s  
found on page 93.
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•white h a i r ,  as she comes h e re  from F rance .
i l  mio c r in  b ianco i l  d i  che qui d i  F ra n c ia  venne.
i l  m'O Ko'n i I Ke di 'fcûLia^ Ça. \JinAt
No, lo v e  fo r  me she has not! Love f o r  me she has not.' 
Where am I?
No, amor p e r  me non ha! Amor p e r me non ha! Ove son?
no pfr/yic aûa A. Amor per ir»c ntfn A. son
The to rc h  i s  about o u t! The su n ris e  l ig h te n s  my room—
Quei dopp ier p resso  a f i n i r !  L 'a u ro ra  im bianca i l  mio 
veron  1. i i
r^éssù^  ^ f inir  | u r o r « .  irnbja.inl<fi. {(
V eron
a lre a d y  th e  day b eg in s! How soon w i l l  my days have van­
ish ed !
g ia  sp u n ta  i l  d i!  P a ssa r  veggo i  m iei g io rn i  l e n t i !  
jp v n -k .  H d ! pass&r v tg g o  ! m!ei dprn!
s le e p , oh! God, from my weary eyes long has lan g u ish ed , 
i l  sonno o Dio, s p a r i  d a ' m ie i occh i la n g u e n ti .
\ I ^ j n n o  d i o  î p a r »  d A  m>'si ^KKi
I  s h a l l  s le e p  alone in  my ro y a l  c lo ak , when my days have 
jo in e d  th e  n ig h t,
Dormiro s o l n e l manto mio r e g a l ,  quando l a  mia g io rn a ta  
e g iu n ta  a s e ra , ,
d o r r n i r o  j o )  n&l rrwtn4o m»o I®- nnia.
€ clyv'nlfi, SgfA
I  s h a l l  s le e p  alone in  th e  darkness o f th e  v a u l t ,  I  s h a l l  
s le e p  in  th e  darkness of th e  v a u l t ,
dorm iro s o l s o tto  l a  v o l ta  n e ra , dorm iro s o t to  la  v o l ta
cfjrm jro  5o( Sj4+o Ia  nera^ dormifc S j f io  U  v a l i * -
06r<u
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in  th e  tomb o f E s c u r ia l .  Would th a t  the  ro y a l  crown of 
mine cou ld  g ive  me power
l a  n e ll*  a v e l lo  d e l l '  E s c u r ia l .  Se i l  s e r to  r e g a l  a me 
d esse  i l  p o te r
W f i t l l  M t / l e  d e l l  «SKur.-ftl s e l l  j t r k  r e y l  *  m e  
dtsse (I p » # " -
to  re a d  the  h e a r t ,  th a t  God a lo n e  can read ! Ah! would 
t h a t  th e  ro y a l  crown
d i  le g g e re  n e i  c o r , che Dio puo so l puo s o l  v e d e r ! Ah! 
se  i l  s e r to  r e g a l
J' lej^erc net dro pv/t 5 0 I pv/o ^
il Serlo
o f  mine could  g ive  me power to  re a d  th e  h e a r t ,  what God 
a lo n e  can re a d !
\
a me desse i l  p o te r  d i  leg g e re  n e i  co r, che Dio s o l  puo
(L 11 pfc+f til IcdjBre nti Yot k« S"!
I f  th e  p r in c e  s le e p s ,  th e  t r a i t o r  i s  v i g i l —th e  k ing  s h a l l  
lo s e  th e  crown.
Se dorme i l  p ren ce , v e g lia  i l  t r a d i to r e ;  i l  s e r to  perde 
i l  r e ,
se. d )rm e il prfr\4-Ç^ V g fk  1 1 f : I 5£ r4û  perde.
il re
and h is  w ife h er honor! I  s h a l l  s le e p  alone i n  my ro y a l 
c lo a k , when my days have
i l  co n so rte  I 'o n o r e !  Dormiro s o l  n e i manto mio r e g a l ,  
quando l a  mia
\\ O n jD ric . d î r rb i r 'o  $ o | riâ\ /nAn-fo mJo r e ^ l
jo in e d  th e  n ig h t ,  I  s h a l l  s le e p  alone in  th e  darkness 
o f  th e  v a u l t ,
g io rn a ta  è g iu n ta  a s e r a , ' dorm iro s o l s o t to  l a  v o l ta  
n e r a , dorm iro
Û ( e ra ,  Sbl îi'H -ô I*-
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I  s h a l l  s leep  in  th e  darkness of th e  v a u l t ,  i n  th e  tomb 
o f  E s c u r ia l .
s o t to  l a  v o l ta  n e ra , l a  n e l l '  a v e llo  d e l l '  E s c u r ia l .
k k nell «.vdio dell isVun'il
Ah! would th a t  th e  ro y a l  crown o f mine could  g ive me 
power to  re a d  th e  h e a r t !
Ah! se  i l  s e r to  r e g a l  a me desse i l  p o te r  d i leg g e re  n e i 
c o r! I l l
«. se (1 S«rls il p«4 er d : Icdyre
](cr
She never loved  me! no! h e r h e a r t  i s  locked  to  me, love 
f o r  me she has n o t,
E l la  giammai mi amo! no! quel cor ch iuso  m 'e , amor per 
me non ha ,
m e ni)A A.
lo v e  f o r  me she has n o t!  
amor p e r  me non ha! 
fitmor pgr me noA A.
D iscu ss io n  o f S ty le
One would have to  do l i t t l e  more th an  g lance a t  the
sco re  to  see t h a t  t h i s  a r ia  i s  very  d ram atic  in  s ty le .
I t  i s  n o t fo r  th e  young, immature v o ic e . I t  i s  d i f f i c u l t
to  s in g  because o f i t s  le n g th ; because o f th e  wide dynamic
le v e l s  which must be ex ecu ted , o f te n  w ith in  th e  framework
o f a long  le g a to  p h rase  ; and because o f i t s  ra n g e . Yet
i t s  m usical m a te r ia l  i s  o f th e  s im p les t (one might say
th e  b a r e s t ) .  Four b a rs  o f re p e a te d  low A 's ,  s tro n g ly
a cce n ted  and each p receded  by a sh o rt a p p o g g ia tu ra , a
sem itone low er, which g iv es  th e  accen ted  n o te  th e  e f f e c t
o f  a f a t e f u l  knock, in tro d u c e  an unadorned p assag e , which
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b eg in s  on G above th e  bass  s t a f f ,  descends to  C -sharp 
below i t ,  th e n  mounts ag a in  to  D -n a tu ra l more th an  two 
o c tav es  h ig h e r . The knocking r e c u r s ,  fo llow ed  by a some­
what m odified  p h ra se , l ik e  a weary r e c i t a t i v e . Then 
b e g in s , p ia n is s im o , a s e r i e s  o f d o le fu l ly  w eaving a rp eg ­
g io s  , which sp in  them selves above a woebegone c a n ta b ile  
m elody. Then the  k in g  b eg in s  th e  famous r e c i t a t i v e , "E lla  
giammai m 'am o,” th e  o rc h e s tr a  r e i t e r a t i n g  th e  m a te r ia l  
which p reced ed , w ith  r e p e t i t i o n s  o f th e  d e s o la te  knocking. 
The D-minor andante mosso c a n ta b i le  p a s sa g e , which beg ins 
th e  a r i a  p ro p e r, "Dormiro s o l  n e l  manto mio r e g a l ,"  i s  
h au n tin g  in  i t s  monotonous c a n ta b i le  p h ra se . At the  
m onarch’s "Se i l  s e r to  r e g a l , "  th e  tempo p ic k s  up and, 
ben ea th  a s e r ie s  o f s ta c c a to  t h i r d s ,  P h i l ip  s in g s  a le g a to  
p h ra se , doubled in  the low er v o ice  of th e  accompaniment. 
Then comes a r e tu r n  to  th e  f i r s t  tempo, and, fo llo w in g  a 
long  fe rm ata  and a m elancholy r e c o l le c t io n  o f th e  f o r e ­
go ing , th e  r u l e r  r e la p s e s  in to  h i s  dark  m e d ita t io n s .
Complete Opera Recordings
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IPA Symbols Used in  T ra n sc rib in g  I t a l i a n
IPA
P honetic
Symbol
E n g lish  word c o n ta in ­
in g  approxim ate sound
I t a l i a n  word
c o n ta in in g
sound
f a th e r casa
bed e l l a
h a te  (av o id  d iphthong 
v a n ish  to  i ) che
see mi
i t g i ld a
b o a t (av o id  diphthong 
v a n ish  to  u) voce
orphan oggi
boot muto
boy banco
dog dente
judge g io ja
f a t f a t t o
g e t gamba
yes i e r i
keep caro
l i f t luogo
m ill io n g l i
mother m olto
near n o t te
r in g anche
o p in io n ogni
p u l l pace
r o l l  (alw ays r o l le d ) r i s o
s ic k sap e te
t r y t u t t i
church voce
value vino
went g u erra
zoo ro sa
IPA P h o n etic  
T ra n s c r ip t io n  
o f I t a l i a n  Word
Vowels
O-
ee
Î
I
0
:
u
Consonants
b
d
s
3
k
1
X"
m
n
I
r
dTiU ou
w
z
K&Z&. 
ellfl-
K e
m I
j d n
m i c r o
b f t- n K o
d e n i- e -
q o u m b » -
t r o
Iwoqo
m l.l+ 0
â ÿ e "
. .Z O ' , 
XOL p e + e
+ v H i
V O + j f e
v i’n iQW£ r r o -  
IroiLdu
CHAPTER I I  
GERMAN ARIAS
BEETHOVEN, LUDWIG VAN ("Hat man n ic h t  auch Gold” )
F id e l i o , opera in  two a c t s .  L ib re t to  by Jo se f  
S o n n le ith n e r  and George T re itsc h k e ; based on a p la y  by 
Jean N ico las  B o u illy , L enore, on 1 ' amour c o n ju g a l. P re ­
m iere : T h ea te r-an -d er-W ien , V ienna, November 20, l8 0 $ .
American p rem ie re : P ark  T h e a te r, New York, September 9,
1839.
C h arac te rs :
F lo re s ta n , a nobleman ( te n o r)
Leonore, h is  w ife  (soprano)
Don Fernando, Prime M in is te r  o f  Spain  (bass) 
P iz a r ro ,  governor o f th e  p r is o n  (b ass)
Rocco, c h ie f  j a i l e r  (bass)
M a rc e llin a , h is  daugh ter (soprano)
Jacqu ino , R occo 's a s s i s ta n t  ( te n o r)
P r is o n e rs ;  S o ld ie rs ;  Guards
The s e t t in g  i s  a p r is o n  n ear S e v i l le ,  S pain , in  th e  
e ig h te e n th  cen tu ry .
P lo t  
Act I
Scene: The gatehouse o f th e  p r is o n ,  Jacquino  i s
a ttem p tin g  to  woo M a rc e llin e , who has s e t  h e r  h e a r t  on
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th e  new e rran d  boy, F id e l io .  When Jacquino  le a v e s ,  th e  
g i r l  muses on th e  d e l ig h ts  o f m arried  l i f e .  Rocco e n te r s ,  
im p a tien t because F id e l io  has n o t r e tu rn e d  from an im por­
t a n t  e rran d ; b u t th e  youth  soon appears  and confirm s h is  
t ru s tw o r th in e s s .  F id e l io  i s  in  f a c t  Leonore, a n o b le  lady  
o f S e v i l le ,  whose husband, F lo re s ta n ,  lan g u ish e s  in  an 
unknown p r iso n  as a p o l i t i c a l  p r is o n e r  and who has d i s ­
gu ised  h e r s e l f  to  le a r n  h is  w hereabou ts. She i s  u n d e r­
s ta n d a b ly  uneasy when Rocco announces th a t  F id e l io  w i l l  
be h is  so n -in -la w , f i r s t  a d v is in g  th e  couple to  f e a th e r  
t h e i r  n e s t  in  th e  a r i a  "Hat man n ic h t  auch G old." When 
he d e sc rib e s  a p r is o n e r  who l i e s  dying in  the  v a u l ts  
ben ea th  them, Leonore f e a r s  t h a t  i t  may be F lo re s ta n ;  she 
begs th e  f a i l e r  to  ta k e  h e r  w ith  him on h is  ro u n d s. 
Although P iz a r ro  has fo rb id d en  o th e rs  to  e n te r  the  low er 
dep ths of th e  p r is o n , Rocco prom ises to  ask  f o r  p e rm is ­
s io n .
As th e  s o ld ie r s  assem ble in  a sq u are  b e fo re  th e  
p r is o n ,  Don P iz a r ro  le a rn s  from d isp a tc h e s  brought to  him 
by Rocco th a t  Don Fernando i s  on h is  way to  in s p e c t  th e  
f o r t r e s s .  At t h i s  news th e  c ru e l;g o v e rn o r  vows to  m urder 
F lo re s ta n  im m ediately . He b id s  h is  c a p ta in  o f th e  guard 
sound .a  trum pet a t  th e  m in i s t e r 's  approach; th en  he o rd e rs  
th e  r e lu c ta n t  Rocco to  p rep a re  a g rave fo r  th e  p r is o n e r  in  
an abandoned w ell in  th e  s o l i t a r y  dungeon. T his conver­
s a t io n  i s  overheard  by Leonore, who, l e f t  a lo n e , c u rse s
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th e  ty ra n t  and fo rc e s  h e r s e l f  to  hope anew fo r  h e r h u sb an d 's  
re le a se »  The com passionate woman ask s  Rocco to  a llo w  th e  
p r is o n e rs  a few moments o f  f re s h  a i r  and e x e rc ise  in  the 
co u rty a rd , a r e q u e s t  he g r a n ts .  When th e  w retched men 
have murmured t h e i r  g r a t i tu d e ,  M arce llin e  ru sh es  in  to  
warn t h a t  P iz a r ro  i s  r e tu rn in g ;  fu r io u s  a t  R occo 's k in d ­
n e s s ,  th e  governor o rd e rs  th e  p r is o n e rs  back to  t h e i r  c e l l s  
and b id s  the  j a i l e r  and h i s  a s s i s ta n t  d ig  th e  grave a t  
once»
Act I I
Scene: In  h is  dark  c e ll»  F lo re s ta n  dreams th a t
Leonore has come to  s e t  him f r e e ,  b u t h is  v is io n  soon 
tu rn s  to  despair»  Rocco and Leonore e n te r .  As they  d ig  
th e  g rav e , th e  d is tr a u g h t  woman t r i e s  in  va in  to  d is c e rn  
the  p r i s o n e r 's  f e a tu r e s ;  when he sp e a k s , however, she 
knows i t  i s  h e r  husband. Moved by th e  haggered man’s 
cry  o f t h i r s t ,  Rocco g iv es  him some wine and th en  blows 
h is  w h is tle  to  s ig n a l  to  P iz a r ro  t h a t  th e  grave i s  re a d y .
The governor advances w ith  drawn dagger on F lo re s ta n ,  who 
c u rse s  him; b u t Leonore, r e v e a lin g  h e r  i d e n t i ty ,  s to p s  
th e  ty ra n t  and draws a p i s t o l .  Suddenly a trum pet c a l l  
from th e  p r iso n  tow er announces th e  a r r i v a l  of th e  M in is te r  
o f  S ta te ,  Rocco and P iz a r ro  h u rry  tow ard th e  c o u rty a rd  to  
meet him , le av in g  th e  overcome Leonore and F lo re s ta n  in  
each o th e r 's  arms.
As the populace assem bles, Don Fernando p rocla im s
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th a t  he has come to  a d m in is te r  j u s t i c e .  When F lo re s ta n  
e n te r s  w ith  Leonore, th e  M in is te r  ex p resses  amazement a t  
see in g  a: f r ie n d  he though t dead; P iz a r ro  i s  a r r e s te d  and 
le d  away f o r  h is  c rim es. Don Fernando th e n  allow s Leonore 
h e r s e l f  to  remove F lo r e s ta n 's  ch a in s ; th e  s e l f l e s s  w ife , 
overcome by em otion, i s  h a i le d  by a l l  as th e  n o b le s t of 
women.
D e ta ils  o f Scene Leading to  
and In c lu d in g  A ria
The co u rty ard  o f  th e  p r iso n  f o r t r e s s  i s  th e  s e t t in g  
f o r  R occo 's  a r i a .  At one s id e  of th e  scene i s  th e  c e l l  
b u i ld in g ,  w ith  i t s  b a rre d  windows and d o o rs , and n ex t to  
i t  i s  th e  gatehouse in  which Rocco and M arce llin a  l i v e .  
O pposite  i s  a garden . B eside the  gate  a t  th e  back i s  a 
sm all c a b in - l ik e  b u ild in g , J a q u in o 's  lo d g in g .
M arce llin a  i s  a lre a d y  on s ta g e . Rocco e n te r s ,  f o l ­
lowed by Jaqu ino . A moment l a t e r  F id e l io  a p p ea rs . He 
has j u s t  re tu rn e d  from th e  town, b r in g in g  some d isp a tch e s  
f o r  P iz a r ro  and a s e t  o f cha ins which have been r e p a ire d . 
M arce llin a  g re e ts  him e a g e r ly , ex p ress in g  te n d e r  concern 
over th e  f a c t  th a t  he seems weary from h is  jo u rn ey . Rocco, 
exam ining the  b i l l  f o r  th e  r e p a i r  o f th e  c h a in s , commends 
him fo r  g e t t in g  th e  job done a t  so low a p r ic e .  In  an 
a s id e ,  however, he observes th a t  th e  youth  i s  p u tt in g  h is  
b e s t  fo o t  forw ard p u re ly  fo r  M a rc e ll in a 's  sa k e . Much to  
L eo n o re 's  d isco m fo rt, he im p lies  th a t  he approves o f th e
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m atch. For th e  sake o f p r o te c t in g  h e r  d isg u is e , Leonore 
p re te n d s  a rom an tic  i n t e r e s t .
M arce llin a  r e jo ic e s  over what she in t e r p r e t s  as 
F i d e l i o 's  awakening i n t e r e s t ,  w h ile  Leonore ex p resses 
p i ty  fo r  h er m isguided lo v e , Jaquino  lam ents over lo s in g  
M arc e llin a  to  a r i v a l ,  and Rocco s in g s  th a t  t h i s  union  
w i l l  cheer h is  d e c l in in g  days. Rocco sends Jaquino  o f f  
about h is  d u tie s  and th e n  t e l l s  F id e l io  and M arce llin a  
th a t  he w i l l  soon a rran g e  t h e i r  m arriag e . He v o lu n te e rs  
some p r a c t i c a l  ad v ice  to  the young couple in  the  a r i a ,
"Hat man n ic h t  auch G old," in  which he p o in ts  out t h a t  
money i s  in d isp e n sa b le  to  happy m arried  l i f e .
D e sc rip tio n  o f C h arac te r S inging A ria 
Rocco, a lthough  n o t d i r t y  or re p u ls iv e ,  i s  g e n e ra lly  
seen as  a common man. H is h a i r  i s  shaggy and h is  beard  
needs trim m ing. H is costume u s u a lly  c o n s is ts  of w a is tc o a t 
and p a n ts ,  v e s t ,  s h i r t  (open a t  th e  n eck ), and a sa sh , 
R occo 's a r i a ,  "Hat man n ic h ts  auch Gold" t e l l s  us 
th a t  he i s  a v e ry  p r a c t i c a l  man. He r e a l i z e s  th e  v a lu e  
of money in  making a good l i f e ,  and he admonishes F id e lio  
and M arze llin o  to  f e a th e r  t h e i r  n e s t .  But when Rocco 
re fu s e s  to  k i l l  F lo re s ta n , even though P iz a rro  o f f e r s  him 
a handsome p u rse , we r e a l i z e  t h a t  he i s  a lso  a man o f h igh  
m oral c h a ra c te r .
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L i t e r a l  T ra n s la t io n  and IPA T ra n sc rip tio n *
I f  you do n o t a ls o  p o sse ss  g o ld , th e n  you c a n 't  know com­
p le te  h ap p in ess ;
Hat man n ic h t  auch Gold be ineben  kann man n ic h t  ganz 
g lû k lic h  s e in ;
k f  nr)an k m  (Lam K^hn mn niç i
2-fl.in
sa d ly  y o u 'l l  drag y o u r s e l f  on th ro u g h  l i f e ,  y o u 'l l  f in d  
y o u rse lv e s  in  many a so rro w fu l
t r a u r ig  sc h le p p t s ic h  f o r t  das Leben, mancher Hummer 
s t e l l t  s ic h  e in ,
4 r < t 0 r l f  ( I c f p t  c t s  U U n  r n l n f s r  k u m m s f
T k l l t  2 - i î ^ O . in
s i t u a t io n ,  y o u 'l l  f in d  y o u rse lv e s  in  many a so rro w fu l 
s i t u a t io n .
mancher Hummer s t e l l t  s ic h  e in .
KTrmrrtàr
However, when you have a r o l l  o f  money in  your p o c k e t,
Doch w enn 's in  den Taschen f e in  k l i n g e l t  und r o l l t ,
jox icjan n \\t
you can command your own d e s tin y , and power and lo v e —
da h S lt  man das S c h ic k sa l gefangen , und Macht und Liebe
dflL h e l l  t m  l lb a
so g e t th e  gold  and se cu re  your most d a r in g  d e s i r e s ,
v e r s c h a f f t  d i r  das Gold und s t i l l e t  das kühnste  V erlangen,
dftS K /nsh
your most d a rin g  d e s i r e s ,  and secu re  your most d a rin g  
d e s i r e s .
das kühnste  V erlangen, und s t i l l e t  das kühnste V erlangen .
*Hey to  IPA symbols used  in  t r a n s c r ib in g  German i s  
found on page 121.
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The fo r tu n e  se rv e s  th e  s e rv a n t f o r  pay, i t  i s  a f in e
Das Glück d ie n t w ie .e in  Knecht f ü r  S o ld , es i s t  e in  schdnes,
J » :  j i / K  f y r  f ç f n è s
f in e  th in g , th e  g o ld , th e  g o ld , i t  i s  a f in e  th in g ,
schdnes Ding, das Gold, das Gold, es i s t  e in  schdnes Ding,
fpndS  d ;r )K
th e  g o ld , a go lden , a golden  th in g , th e  gold , the  g o ld .
das Gold, e in  g o ld n es, goldnes Ding, das Gold, das Gold.
M  d ig K  j : / +  cIas
When you have n o th in g  and add n o th in g  to  i t ,  th e  t o t a l  
rem ains alm ost n o th in g ,
Wenn s ic h  N ich ts m it N ich ts  v e rh in d e t,  i s t  und b l e i b t  
d ie  Summe k le in .  ^  , . i
mx+ 0 x5 + 5  4£f bxoJatrK r/vot  
J i  z X /n r o a
He who d u rin g  a meal has on ly  lo v e , f in d s  a f te rw a rd s  th a t  
he i s
wer b e i  T isch  nur L iebe f in d e t ,  w ird  nach T ische h u n g rig
biti 4-1 our |ikô fxodif Virt
hungry , f in d s  a f te rw a rd s  t h a t  he i s  hungry. T h e re fo re , 
may o p p o rtu n ity
s e in ,  w ird  nach T ische  hu n g rig  s e in .  Drum lâ c h le  d e r 
Z u fa l l  • I I I
Iftio  4 -xjà hrokrrj orum UJ 5 dtr
4514-P^II
sm ile  g ra c io u s ly  and fa v o ra b ly  upon you and may you be 
b le s s e d  and guided
euch gnSdig und h o ld  und segne und le n k ' euer S treb e n ;
>ij Kjl+Fvnf ze.jnô?vA4 knk :i&r j'-+r«bôn
i n  your s tru g g le ;  your sw eethear i n  arm s, your sw ee th ea rt 
in  arm s, in  your p u rse  th e
das L iebchen im Arme, das L iebchen im Arme, im B eu te l das
d«S àfS b ^ 'f ô l  Jas
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g o ld , so may you have a long  l i f e ,  so may you have a  long  
Gold, so mOgt ih r  v i e l  Jah re  d u rch ieh en , so mKgt i h r  v i e l
mcegf?!'" jo-ra -Ti I
j a r s
l i f e .  The fo rtu n e  se rv e s  the  s e rv a n t fo r  pay, i t  i s  
dur c h ie h en . Das Glück d ie n t wie e in  Knecht f ü r  Sold, es
a p o w erfu l, pow erfu l th in g , th e  g o ld , th e  go ld , 
e in  mMchtig, m&chtig Ding, das Gold, das Gold,
d ig K  Ui  g j i t  M
i t  i s  a pow erfu l th in g , th e  g o ld , a pow erfu l, pow erfu l 
es i s t  e in  mSchtig Ding, das Gold, e in  mMchtig, mSchtig
?CS ?£S^"7û.;ki tf\CSM j i j K  j d j  ÿ
th in g , th e  go ld , th e  g o ld , i t  i s  a pow erfu l th in g , th e  
g o ld .
Ding, das Gold, das Gold, es i s t  e in  m âchtig  Ding, das 
Gold, .  — ^
j i g K  d a i fcs d i ^ k
£>1+'
th e  g o ld , 
das Gold,
à&i
D iscu ss io n  o f  S ty le  
In  Rocco' s “Hat man n ic h t  auch G old ,“ as in  a l l  
B eethoven, the  o rc h e s tra  p lay s  a h ig h ly  ex p ress iv e  p a r t .
I t  i s  f a r  more th an  an accompaniment f o r  th e  v o ic e . The 
o rc h e s t r a t io n  i s  r i c h ly  v a r ie d  i n  c o lo r ,  w ith  each i n s t r u ­
ment speak ing  to  i t s  f u l l e s t  advan tage. Never s a t i s f i e d
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w ith  th e  obvious, Beethoven a l te r n a te s  r e g u la r ly  between 
2 /4  and 6 /8  tim e,
R occo 's v o ca l l i n e ,  l i k e  most o f B eethoven 's w r i t in g  
fo r  th e  bass  (and u n lik e  h is  w r itin g  fo r  soprano and 
te n o r ) ,  i s  not ex trem ely  demanding. A ll of th e  n o tes  l i e  
com fortab ly  w ith in  th e  b ass  ran g e , and th e  v o ice  i s  no t 
re q u ire d  to  move r a p id ly .  However, th e  melody sk ip s  
around a g re a t d ea l and th e  s in g e r  shou ld  be c a re fu l  no t 
to  l e t  th e  l in e  become choppy.
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MOZART, WOLFGANG AMADEUS ("0 I s i s  und O s ir is " )
Z a u b e rf lB te , Die (The Magic F lu te ) , opera in  two a c ts .  
L ib r e t to  by Johann Emanuel S ch ikaneder. P rem iere : T heater-
auf-der-W ieden , V ienna, September 30, 1791» American p re ­
m iere : P ark  T h e a te r , New York, A p r il  I 7 , 1833.
C h arac te rs :
S a ra s tro .  High P r i e s t  o f  I s i s  (b ass)
Queen of th e  N ight (soprano)
Pamina, h e r  d augh ter (soprano)
Tamino, a p r in c e  ( te n o r)
Papageno, a b iiid c a tch e r  (b a r ito n e )
Papagena, h i s  sw ee th ea rt (soprano)
M onostatos, a Moor ( te n o r)
A tten d an ts  o f the"Queen o f  th e  N ight; P r ie s t s ;  
P r ie s te s s e s ;  S laves; W arrio rs .
The a c t io n  ta k e s  p la c e  in  Memphis, Egypt, in  th e  days 
o f  Ramses I .
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P lo t
Act I
Scene: Near th e  Temple o f  I s i s .  Pursued by a g re a t
se rp e n t w h ile  h u n tin g , P rin ce  Tamino f a in t s  from f e a r .  
Three L ad ie s , a t te n d a n ts  o f th e  Queen o f the  N ig h t, appear 
and k i l l  the  m onster; th en  th ey  le av e  to  t e l l  t h e i r  m is­
t r e s s  about th e  handsome s t r a n g e r .  Tamino awakens, 
a s to n ish e d  to  f in d  th e  se rp e n t dead; he h id es  as  d i s ta n t  
p ip e s  announce th e  approach o f Papageno, the Q ueen's b i r d -  
c a tc h e r ,  who e n te r s  s in g in g  o f h i s  c a re f re e  l i f e  and h is  
q u e s t f o r  a p r e t ty  w ife . When Tamino s te p s  fo rw ard , 
Papageno claim s to  have saved him , a t  which th e  Ladies 
re a p p ea r  and pad lock  h is  mouth from  ly in g . They g iv e  
Tamino a p o r t r a i t  o f  th e  Q ueen's d au g h te r, Pamina, and he 
f ' ’ in  love  a t  f i r s t  s ig h t .  Suddenly, darkness and 
ominous rum blings h e ra ld  th e  a r r i v a l  o f  the Queen, who 
c a l l s  on Tamino to  save h e r  d au g h te r from c a p t iv i ty  a t  th e  
hands of the s o rc e re r  S a ra s tro .  To p ro te c t  Tamino on t h i s  
m iss io n , th e  L adies p ro v id e  him w ith  a magic f l u t e  and 
w ith  th e  company o f th e  u n w illin g  Papageno, to  whom th ey  
p re se n t a s e t  o f  s i l v e r y  magic b e l l s .  Three G en ii, th ey  
prom ise , w i l l  guide th e  p a i r  to  t h e i r  d e s t in a t io n .
In  S a r a s t r o 's  domain, M onostatos, c h ie f  among th e  
s la v e s ,  has pursued  and caught Pamina, but he runs in  
f r i g h t  a t  th e  s ig h t  o f the  o u tla n d ish  Papageno. The 
birdm an th en  jo in s  th e  r e l ie v e d  Pamina in  a song p ra is in g
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m arried  lo v e . When th e y  have gone, th e  G enii appear and 
show Tamino th e  g a te s  to  th re e  tem ples; a High P r ie s t  
s te p s  f o r th  to  t e l l  him t h a t  i t  i s  th e  Queen, n o t S a ra s tro ,  
who i s  v i l l a in o u s .  When v o ic e s  w ith in  t e l l  th a t  Pamina 
i s  s t i l l  a l iv e ,  Tamino jo y fu l ly  p lay s  th e  magic f l u t e  
and, h e a rin g  Papageno p ip e  a r e p ly ,  h u r r ie s  o f f  to  f in d  
h is  companion. No sooner i s  he gone th an  Pamina and 
Papageno ru sh  in ,  ag a in  pursued  by M onostatos and h is  
crew, b u t Papageno re n d e rs  th e  a t ta c k e r s  h arm less  by 
p la y in g  on h is  chim es. S a ra s tro ,  e n te r in g  to  a march of 
p r a i s e ,  t e l l s  Pamina she w i l l  e v e n tu a lly  be s e t  f r e e ,  bu t 
warns a g a in s t  h e r  proud , am bitious m other. When M onostatos 
e n te rs  w ith  the  cap tu red  Tamino, he i s  pun ished  r a th e r  
th a n  rew arded by S a ra s tro ,  who upbra ids th e  s la v e  fo r  
m o lestin g  Pamina. M eanwhile, Tamino re co g n izes  Pamina, 
who r e tu rn s  h is  lo v e . P r i e s t s  th en  le a d  o f f  Tamino and 
Papageno.
Act I I
Scene: A palm g ro v e . The p r ie s t s  f i l e  in  to  a march,
whereupon S a ra s tro  announces Tam ino's candidacy fo r  i n i ­
t i a t i o n ;  he prays f o r  th e  b le s s in g s  o f I s i s  and O s ir is  
("0 I s i s  und O s i r i s " ) .  Two p r i e s t s  le a d  th e  v e i le d  Tamino 
and Papageno in to  a p la c e  o f te m p ta tio n , where th ey  warn 
o f th e  t r i a l s  ahead and swear them to  s i l e n c e .  When the 
Queen’s Ladies ap pear, t r y in g  to  lu re  th e  men from t h e i r  
p u rpose , th e  p rin c e  s ta n d s  f irm .
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M onostatos, f in d in g  Pamina a s le e p  in  th e  tem ple 
garden , t r i e s  to  s t e a l  a k i s s ,  bu t i s  d ism issed  by th e  
w ra th fu l Queen of th e  N ig h t, who demands th a t  Pamina k i l l  
S a ra s tro  and then  v a n ish e s . M onostatos r e tu r n s ,  but 
Pamina i s  re scu ed  by S a ra s tro ,  who p ro c la im s th e  p r in c ip le  
o f b ro th e r ly  lo v e .
Tamino and Papageno a re  le d  to  an o th e r p la c e  of 
tem p ta tio n , where th e y  encounter an old woman who claim s 
to  be th e  b i rd c a tc h e r ' s sw ee th ea rt; she d isa p p e a rs  when 
he asks h e r  name. A f te r  th e  G enii have re a s s u re d  the  two 
nov ices and provided  them w ith  food, Pamina e n te r s ;  a t  
Tamino' s s ile n c e  she becomes d isc o n so la te  and le a v e s . The 
p r in c e  drags o f f  Papageno.
B efore th e  tem ple , th e  p r ie s t s  reco u n t th e  s te a d f a s t ­
ness  o f Tamino, who i s  to ld  by S a ra s tro  t h a t  he s t i l l  has 
two dangerous t r i a l s  to  undergo. Pamina i s  brought in ,  
b u t th e  lo v e rs  a re  s e p a ra te d . When Papageno, le a rn in g  
th a t  he has f a i le d  in  h is  i n i t i a t i o n ,  p lea d s  fo r  a p r e t ty  
g i r l ,  he i s  rewarded by th e  o ld  woman, who, on h is  prom ise 
to  be f a i t h f u l ,  tu rn s  in to  th e  p e r t  young Papagena. But 
th e  High P r ie s t  t e l l s  Papageno he i s  n o t y e t  w orthy of a 
w ife .
In  a palm garden, th e  G en ii, s in g in g  o f wisdom 's 
• approaching  dawn, save th e  d e sp a ir in g  Pamina from s u ic id e .  
L a te r ,  a t  th e  caverns o f f i r e  and w a te r , two men in  armor 
warn Tamino th a t  he must pass  th e  t e s t  o f th e  elem ents.
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Jo in ed  by Pamina and a id ed  by h is  magic f l u t e ,  he i s  su c ­
c e s s f u l .  M eanwhile, Papageno, b e l ie v in g  h im se lf fo rsak en , 
t r i e s  to  hang h im se lf ;  he i s  saved by th e  G en ii, who t e l l  
him to  sound h is  chim es. Papagena and he a re  r e u n i te d .
The Queen o f th e  N ight storm s th e  tem ple w ith  h e r  
L adies and M onostatos, b u t i s  d riv e n  back and, w ith  a c ry , 
s in k s  in to  th e  e a r th .  S a ra s tro  and th e  lo v e rs  a re  h a i le d  
by th e  m u ltitu d e  t h a t  th rongs th e  Temple of th e  Sun.
D e ta i ls  o f Scene Leading to  
and In c lu d in g  A ria
The scene i s  a palm grove, in  th e  background d is ta n t  
pyram ids a re  s i lh o u e t te d  a g a in s t  a glowing sky. In  th e  
c e n te r ,  a s le n d e r  o b e lis k  s tan d s  on a low p la tfo rm . To 
th e  solemn m easures o f th e  "March o f  th e  P r i e s t s , "  S a ra s tro  
and th e  p r i e s t s  e n te r  and a rran g e  them selves in  a c i r c l e .
In  d ia lo g u e  S a ra s tro  announces th a t  P rin ce  Tamino w a its  
a t  th e  n o rth e rn  g a te  o f th e  tem ple . Tamino seeks to  
p ie rc e  h is  v e i l  o f  darkness so th a t  he may see th e  l i g h t ..—  
The grave chords h ea rd  in  th e  o v e r tu re  a re  heard  a g a in . 
S a ra s tro  inform s th e  p r i e s t s  th a t  th e  gods have d e s tin e d  
Pamina and Tamino f o r  each o th e r  and th a t  fo r  th i s  reaso n  
he to o k  Pamina from h e r  m other, who was ben t on d e s tro y in g  
th e  tem ple . Tamino h im se lf  s h a l l  now a id  in  th w artin g  h er 
e v i l  d e s ig n s . S a ra s tro  o rd e rs  Pamina and Tamino to  be 
b ro u g h t to  th e  tem ple p o rch .
As the speaker le a v e s  and th e  o th e r  p r ie s t s  g a th e r
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around S a ra s tro ,  he s in g s  the  a r ia  "0 I s i s  und O s i r i s ,"  
invok ing  th e  b le s s in g s  o f th e  gods on th e  coup le .
D e sc rip tio n  o f  C h arac te r S ing ing  A ria
The n o b le  S a ra s tro ,  w ith  h is  gray  h a i r  and b ea rd , 
makes an im p ressiv e  p ic tu r e  on th e  s ta g e . He u s u a lly  wears 
a h a t  o r headdress  about 12 inches t a l l .  This a d d it io n a l  
h e ig h t adds to  h is  o v e r a l l  g randeur. H is costume, l ik e  
a l l  o f th e  Z a u b e rf lb te  costum es, i s  designed  in  th e  s p i r i t  
o f  f a n ta s y .  He has from one to  th re e  costum es. Produc­
t io n s  u s in g  more th an  one costume g e n e ra lly  keep th e  same 
b a s ic  d es ig n  f o r  a l l  th e  costumes and change only  th e  
c o lo r .  The b a s ic  d es ig n  in c lu d e s  a long  robe over p le a te d  
casso ck s . A cross th e  c h e s t i s  em broidered the  in s ig n ia  o f 
S a r a s t r o 's  s e c t :  a wavy c i r c l e  w ith  f l a r i n g  golden ra y s .
He a lso  wears a la rg e -g o ld  m edallion  on a chain  around h is  
neck ,
S a r a s t r o 's  p e r s o n a l i ty ,  because o f  th e  f a c t  t h a t  he 
does n o t appear u n t i l  l a t e  in  th e  f i r s t  a c t ,  i s  n o t com­
p l ic a te d .  Mozart and Schikaneder o r ig in a l ly  p lanned to  
w r i te  a q u a s i-b u ffa  s in g s p ie l . They had w r i t te n  most of 
th e  f i r s t  a c t  when even ts took  p la c e  which d r a s t i c a l l y  
e f fe c te d  th e  rem ainder of th e  p lo t .  Across the  s t r e e t  
from S ch ik an ed er ' s t h e a te r  a work opened which had e x a c tly  
th e  same p lo t  as th e  M ozart-Schikaneder work. T herefo re  
w ith o u t any a ttem p t a t  making a lo g ic a l  co nnection , Mozart 
and Schikaneder tu rn e d  th e  f in a le  to  Act I  and th e  e n t i r e
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second a c t  in to  a q u a s i-d ra m a tic  p l o t .  For c h a ra c te rs  
such as th e  Queen o f th e  N ight th a t  a re  on s tag e  b e fo re  
and a f t e r  th e  p lo t  change, conv incing  in te r p r e ta t io n  of 
th e  r o le  becomes d i f f i c u l t .  In  th e  b eg in n in g  of th e  f i r s t  
a c t  the  Queen o f th e  N ight ex em p lifie s  adm irable ch a rac ­
t e r i s t i c s .  Then, w ith o u t any e x p la n a tio n , she becomes 
th e  enemy o f "good" when th e  p lo t  changes.
S a ra s tro , a lth o u g h  r e f e r r e d  to  as th e  v i l l a i n  in  
most o f Act I ,  never a c tu a l ly  appears  on s ta g e  during  t h i s  
tim e . Only a f t e r  th e  change in  p lo t  i s  made does he 
ap p ear. T h e re fo re , a perso n  who i s  s tu d y in g  the  c h a ra c te r  
o f  S a ra s tro  shou ld  th in k  o f him only  in  term s of th e  nob le  
p r i e s t .  He i s  a v e ry  s t a t e l y  f ig u r e .  He p re se n ts  the  
image o f a s tro n g , w ise , a ll-know ing  f a th e r .  There i s  
always a sense of d ig n i ty  when he i s  on s ta g e .
L i t e r a l  T ra n s la t io n  and IPA T ran sc rip tio n *
0 I s i s  and O s i r i s ,  g iv e  wisdom 's s p i r i t  to  the  new couple! 
0 I s i s  und O s i r i s ,  sch en k et der W eisheit G e is t dem neuen
[£ jK s+ - v&i ( dcm
o«.r
Guide th e  s te p s  th e y  t r a v e l , g iv e  them s tre n g th  and 
p a tie n c e  and keep them from danger.
Die i h r  der Wandrer S c h r i t t e  le n k e t ,  s tS r k t  m it Geduld 
s ie  in  G efahr, , .
^ I f  der ]}ot,r\d^ àr J r iH è  Kf ^
? I h
*Key to  IPA symbols used in  t ra n s c r ib in g  German i s  
found on page 121 .
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Give them s tr e n g th  and p a tie n c e  and keep them from danger!
s t â r k t  m it Geduld s i e  in  G efahr!
Let them th e  t e s t  s u c c e s s fu l ly  ex p erien ce ; b u t,  i f  th ey  
must to  d ea th  go,
L a ss t s ie  d er Prüfung F rü c h te  s ehen; doch s o l l t e n  s ie  zu
in  t h i s ,  reward th e i r  v i r t u e  b o ld ly , ta k e  them to  your 
home on h ig h ,
so lo h n t der Tug end ktthnen Lauf, nehmt s ie  in  euren 
W ohnsitz au f,
lonf  der lA^ r\9 o AeA\-h 2.1
\j on SJbf
tak e  them to  your home on h ig h .
nehmt s ie  in  euren W ohnsitz a u f .
D iscu ss io n  o f S ty le
The solemn mood o f much o f Die Z a u b e r f lë te 's  music 
i s  p robab ly  due in  p a r t  to  the  f a c t  th a t  Mozart f e l t  
a r e la t io n s h ip  betw een th e  a c tio n  o f th e  opera and 
th e  teach in g s  and cerem onies o f Freem asonry; h is  
Masonic a f f i l i a t i o n  meant much to  him , as i s  obvious 
from a l lu s io n s  in  h is  correspondence and e s p e c ia l ly  
from th e  s e rio u s  q u a l i ty  o f th e  music which he w rote 
f o r  Masonic occasio n s  in  I 785 (K. 468, 4?1, 4771 483, 
484) and th e  Masonic c a n ta ta  o f 1791 (K. 623) ,  h is  
l a s t  com pleted com position . Die Z au b erflftte  g ives 
th e  im pression  th a t  M ozart d e s ire d  to  weave in to  new 
d esig n s  the  th re a d s  o f  a l l  th e  m usical id eas  o f th e  
e ig h te e n th  cen tu ry ; th e  v o cal opulence of I t a ly ;  th e  
f o lk  humor of th e  German s in g s p ie l ;  th e  so lo  a r ia ;  
th e  bu ffo  ensem ble, and ( in  the  duet o f  th e  two armed 
men in  Act I I )  a r e v iv a l  of th e  Baroque ch o ra le  p re lu d e  
w ith  co n tra p u n ta l accompaniment. ^
^Donald J .  G ran t, A H is to ry  of W estern Music (New
York: W. ¥ . N orton, I9 6 0 ) , p . 4Ô9.
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Mozart was a genius a t  m elodic w r itin g  and c h a ra c te r
d e l in e a t io n .  S a r a s t r o 's  a r i a  in  Act I I ,  Scene I  ("0 I s i s
und O s i r i s " ) ,  i s  p ro o f o f  t h i s  f a c t .  This i s  one o f the
most b e a u t i fu l  m elodies w r i t te n  fo r  th e  b ass  v o ic e . As
to  c h a ra c te r  d e l in e a t io n ,  i t  i s  obvious from th e  s h o r t ,
fou r-m easu re  ch o rd a l in tro d u c t io n  th a t  th e  w ise and noble
S a ra s tro  i s  about to  speak . The b e a u t i f u l  le g a to  l in e
which S a ra s tro  s in g s  in  p ra y in g  to  I s i s  and O s ir is  i s
enhanced by th e  sim ple ch o rd a l accompaniment in  the
o rc h e s tr a .o
I t  i s  n o t a c c id e n ta l  t h a t  th e  chorus o f p r i e s t s  
echoes S a r a s t r o 's  words in  c h o ra le  s ty le  d u rin g  th e  m iddle 
o f th e  a r i a  and ag a in  a t  th e  end o f i t .  M ozart took 
advantage o f t h i s  p opu lar German sacred  form to  h e lp  
c re a te  a solem n, r e l ig io u s  atm osphere d u rin g  S a r a s t r o 's  
p ra y e r .
The s in g e r  should  make i t  a p o in t to  keep th e  l i n e  
f u l l  and le g a to . I t  should  be sung slow ly  bu t w ith  a 
f e e l in g  of moving fo rw ard . The s im p lic i ty  and b eau ty  of 
th e  melody makes th e  a r ia  a f a v o r i t e  w ith  most b a s se s .
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WAGNER, RICHARD ("Mein H err und G o tt")
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C h a rac te rs :
Henry th e  Fow ler, King of Germany (b ass)
F re d e ric k  of Telram und, Count o f B rabant (b a rito n e )  
O rtrud , h is  w ife  (m ezzo-soprano)
E lsa  o f B rabant (soprano)
Lohengrin , K night o f th e  Holy G ra il  ( te n o r)
A H erald  (bass)
G o ttf r ie d , E l s a 's  b ro th e r  ( s i l e n t  r o le )
Nobles of Saxony and B rabant; Gentlemen and Ladies 
o f th e  C ourt; Pages; A tten d an ts ,
The a c t io n  ta k e s  p la c e  in  and n ear Antwerp e a r ly  in  
th e  te n th  cen tu ry .
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P lo t
Act I
Scene: The banks of the  S ch e ld t R iv e r. The o rc h e s t r a l
p re lu d e , sym bolizing  th e  Holy G ra i l ,  i s  c re a te d  e n t i r e ly  
o f th e  G ra il theme. King Henry, d e s ir in g  to  form an army, 
f in d s  th e  peop le  o f  Brabant to rn  by d is s e n s io n . Telramund 
re v e a ls  th a t  much o f  th e  tro u b le  a r i s e s  from th e  s u sp ic io n  
t h a t  E lsa  has murdered h e r  b ro th e r  in  o rd e r to  make a b id  
f o r  th e  th ro n e  o f B rab an t. C alled  b e fo re  King Henry to  
defend h e r s e l f  a g a in s t  t h i s  charge, E lsa  t e l l s  o f a s tra n g e  
dream in  which a k n ig h t appeared to  t e l l  h e r  he would be 
h e r  p ro te c to r ,  Telramund i n s i s t s  th a t  h is  a c c u sa tio n s  
a g a in s t  E lsa  a re  w e ll founded; he i s  ready  to  f ig h t  anyone 
who q u es tio n s  h is  v e r a c i ty .  When th e  King asks E lsa  who 
h e r  champion i s  to  be, she m entions th e  k n ig h t of h e r  
dream s. The K in g 's  h e ra ld  then  c a l l s  on h e r  champion to  
ap pear, but th e re  i s  no answ er. E lsa  f a l l s  on h e r  knees 
and p rays fo r  h e r  d e l iv e re r  to  come. There th en  appears  
a swan-drawn boat b e a rin g  th e  K night L ohengrin . A f te r  
Lohengrin b id s  h is  swan fa re w e ll ,  he approaches King 
Henry and announces h is  in te n t io n  of championing E ls a .
E lsa  prom ises h e r  hand in  m arriage to  Lohengrin i f  he i s  
v ic to r io u s .  In  r e tu r n ,  Lohengrin e x tr a c ts  from h e r  the  
prom ise th a t  she w i l l  no t a ttem pt to  d isc o v e r  who he i s  
o r whence he has come. A fte r King Henry o f fe r s  a p ray e r 
f o r  th e  c o n te s ta n ts  ("Mein H err und G o tt" ) ,  th e  duel
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betw een Telramund and Lohengrin ta k e s  p la c e .  Lohengrin, 
th e  v i c to r ,  g en ero u sly  sp a res  th e  l i f e  of th e  d e fea ted  
and shamed Telramund.
Act I I
Scene: The f o r t r e s s  o f Antwerp. Telramund and h is
w ife  O rtrud  a re  in  d is g ra c e . O rtrud  conceives a method 
o f d e fe a tin g  Lohengrin and re g a in in g  t h e i r  l o s t  s t a t io n :  
E lsa  must make th e  m ysterious k n ig h t r e v e a l  h is  i d e n t i t y ,  
th u s  d ep riv in g  him o f  h is  magic pow ers. At t h i s  p o in t 
E lsa  appears and speaks o f h e r h a p p in e ss . O rtrud  begs 
E lsa  f o r  fo rg iv e n e s s , E lsa  prom ises to  do what she can to  
g a in  clemency f o r  O rtrud  and Telramund. Dawn b re a k s . The 
sq u are  i s  f i l l e d  w ith  c o u r t ie r s  and k n ig h ts  who h a i l  th e  
day o f E ls a 's  wedding. As E lsa and h e r  r e t in u e  make t h e i r  
way from  th e  f o r t r e s s  tow ard th e  c a th e d ra l ,  th e  people  
acc la im  h e r . E lsa  i s  about to  mount th e  c a th e d ra l  s te p s  
when she i s  stopped by O rtrud  who accuses Lohengrin of 
b e in g  a b lack  m agician whose d e fe a t of Telramund was 
ach ieved  by fo u l means. E lsa  denounces h e r  f o r  t h i s  
s la n d e r ,  b u t th e  seeds of doubt have now been p la n te d  in  
h e r  mind. Telramund c re a te s  su sp ic io n  among the  peop le  by 
re p e a t in g  h is  w if e 's  a c c u sa tio n . Lohengrin i n s i s t s  th a t  
th e  charge a g a in s t him i s  f a l s e ,  even though he may no t 
r e v e a l  h is  tru e  i d e n t i t y .  E lsa  now a ssu re s  Lohengrin th a t  
she does no t doubt him. The b r id a l  p ro c e ss io n  co n tin u es  
in to  th e  c a th e d ra l .
I l 6 
Act I I I
Scene: The b r id a l  chamber. A v igorous o r c h e s tr a l
p re lu d e  d e sc rib e s  th e  joy su rro u n d in g  the m arriage o f 
Lohengrin and E ls a . To th e  s t r a in s  o f th e  c e le b ra te d  
Wedding March th e  b r id a l-p ro c e s s io n  e n te rs  th e  chamber. 
When Lohengrin and E lsa  a re  l e f t  a lo n e , th ey  embrace and 
speak o f t h e i r  lo v e . But doubt has en te red  E ls a 's  h e a r t ,  
and she longs to  know who h e r husband r e a l ly  i s .  Lohen­
g r in  begs h e r  n o t to  ask him, but E lsa  i n s i s t s .  At t h i s  
p o in t  Telramund and fo u r of h is  men b u rs t  in to  th e  chamber 
to  a t ta c k  L ohengrin . Lohengrin k i l l s  Telreimund w ith  a 
s in g le  blow o f  h is  sword, whereupon the henchmen abandon 
t h e i r  e v i l  m iss io n . S a d ly ,. Lohengrin re v e a ls  th a t  a l l  h is  
hap p in ess  has ended. Lohengrin announces to  the  King and 
h is  co u rt th a t  th e  tim e has come to  re v e a l h is  id e n t i ty :
He i s  a K night o f  th e  Holy G ra il ,  th e  son o f P a r s i f a l ,
King of th e  G ra i l ,  and h is  power i s  th a t  of d e s tro y in g  
e v i l  in f lu e n c e s . Having re v e a le d  h is  s e c re t ,  Lohengrin 
must r e tu rn  to  M o n tsa lv a t, home o f the  G ra il .  He ta k e s  
h i s  b r id e  E lsa  in  h i s  arms and lam ents the  f a c t  th a t  they  
a re  now to  p a r t  f o re v e r .  L o h en g rin 's  swan ap p ears . O rtrud 
tr iu m p h an tly  re v e a ls  th a t  th e  swan i s  none o th e r  th an  
E l s a 's  b ro th e r  G o t tf r ie d , transfo rm ed  by h er own e v i l  
m agic. Had E lsa  kep t f a i th  w ith  Lohengrin , she d e c la re s ,  
she n o t only would have had him and h is  lo v e—she could  
have saved h e r  b ro th e r .  Lohengrin r ig h ts  one more wrong:
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he r e s to r e s  th e  boy G o ttf r ie d  to  human form , then  d e p a rts  
in  h is  b o a t ,  now drawn by th e  w h ite  dove of th e  Holy G ra i l .
D e ta i ls  o f Scene Leading to  
and In c lu d in g  A ria
The scene in  which "Mein H err und G ott" occurs i s  s e t  
on the beinks o f th e  S ch eld t r i v e r .  A la rg e  b e a u t i f u l  oak 
r i s e s  a t  th e  l e f t ,  as enormous b ranches s t r e tc h  ac ro ss  th e  
s ta g e  to  c re a te  th e  e f f e c t  of a c e i l in g .  At th e  base of 
th e  t r e e  tru n k  i s  th e  huge r u s t i c  wooden th rone  which King 
Henry occupies d u rin g  th e  a r i a  and d u rin g  the  combat which 
fo llo w s . In  th e  d is ta n c e , th e  r i v e r  winds ac ro ss  th e  low­
lan d s  o f B rab an t. From a g e n tle  s lo p e  a t  th e  r i g h t .  King 
H enry 's  Saxon n o b les  and w a rr io rs  and Telram und' s henchmen 
w itn e ss  the  p ra y e r  and th e  combat.
In  th e  moments im m ediately b e fo re  the  K in g 's  a r i a ,  
Lohengrin has appeared and i s  read y  to  defend E ls a 's  honor 
a g a in s t  Telram und' s a c c u s a tio n s . Lohengrin e s c o r ts  E lsa  
to  King Henry, com m itting h e r to  h i s  c a re .  S w iftly  con­
f ro n t in g  Telram und, he d e c la re s  t h a t  E lsa  i s  g u i l t l e s s  
and th a t  th e  charges a re  f a l s e .  When Telramund i s  warned 
by h is  own henchmen n o t to  f ig h t  h i s  heav en -sen t a d v e rsa ry , 
he answers th a t  he would r a th e r  d ie  than  be proved a 
coward.
At t h i s  s ta te m e n t, th e  nob les  mark o f f  th e  a re a  of 
com bat. A fte r  th e  h e ra ld  announces th e  r u le s  o f the  
c o n te s t  and th e  two men invoke d iv in e  a id .  King Henry
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r i s e s  from h is  th ro n e  and, s ta n d in g  beneath  th e  Oak of 
Judgement w ith  o u ts tre tc h e d  h ands, o f fe r s  a d ig n if ie d  and 
solemn p ray e r th a t  r ig h t  may trium ph—"Mein H err und 
G ott»" A ll in to n e  th e  p ra y e r  in  a m a je s tic  chorus » As 
trum pets sound, th e  King s t r i k e s  h is  s h ie ld  th r e e  tim es 
w ith  h is  sword as a s ig n a l f o r  th e  combat to  begin»
D e sc rip tio n  o f C h a ra c te r  S ing ing  A ria 
King Henry i s  u s u a lly  made up to  be between f o r ty -  
f iv e  and f i f t y  y ea rs  of age» H is th ic k  h a i r  and beard  
have heavy s tr e a k s  of gray which add to  h is  d ig n if ie d  
ch a rac te r»  His costume i s  t r a d i t i o n a l l y  o f g reen  c lo th ,  
em broidered in  gold» A lo n g , r e d  cape hangs from h is  
sh o u ld ers  and a b ru ta l- lo o k in g  Saxon sword hangs a t  h is  
s id e .
As the  r u l e r  of th e  Saxon p e o p le , King Henry i s  a 
w ise and ju s t  man» He i s  s tro n g  and demanding when c i r ­
cumstances d i c t a t e ,  y e t com passionate and g e n tle  when the  
s i tu a t io n  p e rm its  i t .  He i s  th e  Saxon le a d e r  n o t only  
in  tim e of war and in  dom estic u n d e rta k in g s , b u t a lso  in  
tim es o f s p i r i t u a l  c r i s i s ,  as i s  ev iden t when he lead s  
h is  people in  invok ing  d iv in e  trium ph f o r  t r u t h  and r ig h t  
in  th e  a r i a  "Mein H err und G ott » 'i-
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L i te r a l  T ra n s la t io n  and IPA T ra n sc rip tio n *
My Lord and God, I  now c a l l  upon you, th a t  you would
Mein H err und G o t t , nun r u f  ic h  d ic h , dass du dem Kampf
fifttin nuin àT<j du dem
be p re sen t a t  th e  b a t t l e !  Through t h i s  combat ex p ress  
your v e rd ic t
zugegen s e i ' s t !  Durch Schw ertes S ieg  e in  U r th e il  s p r ic h ,
and g ive  c le a r  p ro o f  by g ra n tin g  v ic to r y  to  th e  t r u t h ,  
and d e fe a t to  th e  im postor! Give s tre n g th  to  th e  arm 
of the
das Trug und W ahrheit k l a r  e rw e is t!  Des Reinen Arm gieb
clflii + ru K ’?Vn+ V A r k 't  k k r ?  7 a rm  j  'p
genuine h ero , b u t tak e  away th e  s tr e n g th  of th e  f a l s e  
one : so h e lp  u s ,
H e ld e n k ra ft, des F alschen  S tâ rk e  s e i  e r s c h la f f t :  so
h i l f  uns, .
d fi5 -* R 1 /sn  ( f r r l o  f r / k + r t  2  6
God, in  th i s  tim e, because a l l  our wisdom i s  s im p le ,
G o tt, zu d ie s e r  F r i s t ,  w e il u n s 'r e  W eisheit E in f a l t  i s t ,
d ' l a r  frT i4 r irnsTd Vo* 2 k 7 F & i " k "
because a l l  our wisdom i s  sim ple! 
w e il u n s 'r e  W eisheit E in f a l t  i s t !
Vfti # ( 2 .  k il f  7  A ln fk lf  7
D iscu ssio n  of S ty le  
Lohengrin i s  th e  l a s t  im p o rtan t German Romantic 
opera y e t ,  a t  th e  same tim e , embodies s e v e ra l changes 
p ro p h e tic  o f th e  music dramas of W agner's n ex t p e r io d .
*Key to  IPA symbols used in  t r a n s c r ib in g  German i s  
found on page 121.
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Some o f th ese  changes a re  ev iden t in  King H enry 's 
a r i a ,  "Mein Herr und G o tt ."  The o rc h e s tr a t io n  i s  f u l l ,  
and th e  music flow s co n tin u o u sly , combining th e  a r i a  and 
th e  o r c h e s t r a l  background w ith  a w e ll -w r i t te n  chorus (the  
chorus i s  om itted  when th e  a r i a  i s  done out o f  c o n te x t) .
As th e  King makes h is  i n i t i a l  s ta tem en t in  th e  a r i a ,  "Mein 
H err und G o tt, nun r u f  ic h  d ich  . . . , "  one h e a rs  an 
example of the declam atory melody which Wagner begins to  
u se  h e re  and con tinues to  employ in  h is  music dramas.
T his a r i a  is  d i f f i c u l t  and should be sung by a m ature, 
w e l l - t r a in e d  singer.. I t  demands a lo n g , l e g a t o , c o n tin u a l 
l i n e  o f sound sung slow ly  and even ly . I t  r e q u ir e s  a b ig  
v o ice  w ith  a good low F and s o l id  h igh  E f l a t s .
Complete Opera Recordings
Amara, G orr, Konya, Dooley, H ines, B arsh , L e in sd o rf ,
Boston Symphony (German), 5 re c o rd s , V ic to r  LM67IO, 
LSC67IO.
Grümmer, Ludwig, Thomas, F isch er-D iesk au , W iener, F r ic k , 
Kempe, Vienna Philharm onic and S ta te  Opera Chorus 
(German), 5 re c o rd s ,  Angel 3641, 3641.
K e ilb e r th ,  Bayreuth F e s t iv a l  (German), 5 r e c o rd s ,  London
4502 .
R e la te d  Readings
Burk, John N ., ed. L e tte r s  of R ichard  Wagner. New York: 
M acm illan, 1950.
Gilman, Lawrence. W agner's O peras. New York: Knopf,
1949 .
H a ll ,  G ertru d e . The Wagnerian Romances. New York: Knopf,
1942 .
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Newman, E rn e s t. The Wagner O peras. New York: Knopf,
1949 .
P o u r ta le s ,  Guy de. R ichard  Wagner, the S to ry  of an A r t i s t , 
t r a n s .  Lewis May. H arper and B ro th e rs , 1933*
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IPA Symbols Used in  T ra n sc rib in g  German
IPA E n g lish  Word C o n ta in ­ German Word IPA P honetic
P h o n etic in g  Approximate C ontain ing T ra n sc r ip tio n
Symbol Sound Sound of German Word
Vowels
0. f a th e r mann
t bed weg, wâhren V g < , Vf r a n
e h a te  (avoid d iph thong der d e r
v an ish  to  i )
b a - j a na mother baden
i see s ieb z i p
I h i t ic h
0 b o at (avoid  d iph thong
v an ish  to  u) ro se
3 orphan g o tt Û3 f t "
u boot nun jcflin
nr book und
ss uh (pronounced h ig h
w ith  l i p s  rounded) liJhne
oe uh (pronounced deep
w ith  l i p s  rounded) g B tte r
y i t  (pronounced h ig h
' 7 3 ®
w ith  l i p s  rounded) lüge
Y i t  (pronounced deep
w ith  l i p s  rounded m üller
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IPA E n g lish  Word C ontain­ German Word IPA P h o n etic
P h o n etic in g  Approximate C on ta in ing T ra n s c r ip t io n
Symbol Sound Sound o f  German Word
Diphthongs
ai mine mein moLîA
Où house haus
3( boy freu d e n 'TfDidaft
Consonants
b b ig b o te to+a
d
human ( f r i c t i o n a l )  
dog
l i c h t
d e in A
"fainf f ig h t f e in
S give geben 4eb»n
h ho rse h e r r
X hock ( f r i c t i o n a l  w ith ­
out pronouncing
b a yk) bach
j yes ja
I nk key kahn1 le a d w e lle V£\\5
m men mein mam
n now n e in nain
Ù
p
r in g r in g
p u t p o s t
r r o l l  ( r o l le d ) red en
s- k is s es iî
/ shoe sc h e in / cl' a
t t r y t a h l
V v o ice we in Vainz zoo so
z o .
(Ja?er? g l o t t a l  s to p ,  p ro ­ da e rduced by r e le a s e  of 
b re a th  a f t e r  being 
h e ld  b en ea th  vocal 
fo ld s
CHAPTER I I I
FRENCH ARIAS
BIZET, GEORGES ("T oreador Song")
Carmen, opera in  fo u r  a c t s .  L ib re t to  by H enri 
M eilhac and Ludovic H aleyy; based  on P ro sp er M erim ee's 
s to ry  of the same name. P rem iere: Opera-Comique, March 3,
1875* American p rem ie re : Academy o f M usic, New York,
O ctober 23, I 878.
C haracters:^
Don Jo se , a guardsman ( te n o r)
Carmen, a gypsy (m ezzo-soprano)
E scam illo , a to re a d o r (bass b a r ito n e )
M icaëla , a p e a sa n t g i r l  (soprano)
F ra s q u ita ,  a gypsy f r ie n d  o f Carmen (soprano) 
M ercedes, an o th e r  gypsy f r ie n d  (m ezzo-soprano) 
Zuniga, c a p ta in  o f th e  guards (bass)
M orales, an o f f i c e r  (bass)
Le Remendade, a smuggler ( te n o r)
Le B an ca ire , an o th e r  sm uggler (b a rito n e )
C ig a re tte  g i r l s ;  G ypsies; Smugglers; Dragoons
The s e t t in g  i s  in  and n ea r  S e v i l le ,  Spain , about I 82O.
P lo t 
Act 1
Scene: A square  i n  S e v i l le .  As th e  c u r ta in  r i s e s ,
a g i r l  t im id ly  approaches a guardsman to  in q u ire  o f th e  
w hereabouts o f Don J o se . She i s  inform ed th a t  he w i l l
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appear w ith  th e  change o f th e  g u ard s. The guards f i n a l l y  
a r r i v e .  From a nearby  c ig a r e t t e  f a c to ry ,  g i r l s  emerge 
f o r  th e  noonday b re ak . One o f th e s e , Carmen, makes f l i r ­
t a t io u s  o v e r tu re s  to  Don Jose as she m ockingly s in g s  o f 
lo v e . Her song ended, she  f l in g s  a flo w er a t  him and 
ru sh e s  back in to  th e  f a c to r y .  Don Jose  p ic k s  up th e  flow er 
and co n cea ls  i t  in  a pocket n ea r h is  h e a r t .  The tim id  
g i r l  now re a p p e a rs . She i s  Don J o s e 's  sw ee th ea rt M icaëla , 
come w ith  news from home. T enderly  they  r e c a l l  t h e i r  
ch ildhood  h ap p in ess . Don Jose^ sends h e r back w ith  a 
message f o r  h is  m other. When she has gone, he tak e s  th e  
flo w er from h is  pocket and i s  about to  throw  i t  away when 
he i s  a t t r a c t e d  by scream s from  th e  f a c to ry .  When th e  
women come ru sh in g  o u t, he le a rn s  th a t  Carmen has s tabbed  
one o f th e  g i r l s .  Carmen i s  se iz e d  by a dragoon who t i e s  
h e r  hands and leav es  h e r  in  Don J o s e 's  custody  w h ile  he 
goes o f f  to  seek a w arran t f o r  h e r a r r e s t .  Coyly, w ith  
l i g h t  h e a r t .  Carmen i n s i s t s  t h a t  she and Don Jose  w i l l  
soon meet ag a in  in  th e  ta v e rn  o f L i l i a s  P a s t i a ,  o u ts id e  
th e  c i t y  w a lls .  Don Jose^ i s  now under h e r  s p e l l .  He 
u n t ie s  Carmen's hands. When the  dragoons come to  conduct 
h e r  to  p r is o n , she pushes them a s id e  and escap es .
Act I I
Scene: The ta v e rn  o f L i l i a s  P a s t ia .  Gypsies a re
dancing  and s in g in g . Carmen re c e iv e s  th e  news th a t  Don 
Jo se , who has been a r r e s te d  fo r  co m p lic ity  in  h e r  escape.
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has been re le a s e d  from p r is o n . A moment l a t e r  th e  famous 
to re a d o r ,  E scam illo , a r r iv e s .  P roudly  he t e l l s  h is  ad­
m ire rs  o f th e  excitem ent o f b u l l f ig h t in g  ("T oreador Song"), 
th en  d e p a r ts ,  t r a i l e d  by the crowd. Carmen and two o f  her 
f r ie n d s  a re  approached by sm ugglers who want to  employ 
them as lu re s  f o r  th e  c o as t guard . Carmen i s  sy m p ath etic , 
bu t b e fo re  she can accep t th e  o f f e r  she wants to  aw ait 
Don J o s e 's  a r r i v a l .  A lready h is  v o ice  i s  heard  in  th e  
d is ta n c e .  When he ap p ears . Carmen welcomes him p a s s io n ­
a t e ly .  She p lay s  on h is  em otions; she dances fo r  him.
The sudden sound o f a bugle c a l l  rem inds Don Jo se  th a t  he 
must r e tu rn  to  h is  b a r ra c k s , b u t he i s  now so h o p e le s s ly  
in  lo v e  th a t  he cannot leave  Carmen. He removes from h is  
pocket the  flow er Carmen had once thrown him. However, 
he i s  a lso  to m  by pangs of co n sc ien ce . He i s  about to  
r e tu r n  to  duty  when Zuniga appears and mocks Carmen fo r  
ta k in g  up w ith  a mere s o ld ie r  when he , an o f f i c e r ,  wants 
h e r .  Don Jose s t r ik e s  Zuniga. T his a c t  of in su b o rd in a ­
t io n  makes i t  im p o ssib le  fo r  him to  r e tu rn  to  m i l i t a r y  
d u ty . He now jo in s  Carmen in  h e r  a s so c ia tio n  w ith  the  
sm ugglers.
Act I I I
Scene: A m ountain p a s s . The smugglers t e l l  o f t h e i r
dangerous tra d e  and how th ey  c o n tin u a lly  must be on th e  
w atch . Don Jose  i s  sad and r e f l e c t i v e  because, as  he 
t e l l s  Carmen, he i s  th in k in g  o f h is  m other. B i t t e r l y ,
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. Carmen t e l l s  him to  go home, a su g g e s tio n  so u p s e t t in g  to  
Don Jo se  th a t  he th re a te n s  to  k i l l  h e r  i f  she r e p e a ts  i t .  
N earby, th e  gy p sies  F ra s q u ita  and M ercedes are  re ad in g  
fo r tu n e s  w ith  c a rd s . When Carmen b eg in s  to  read  h e r  own, 
th e  card s  t e l l  o f  im pending d i s a s t e r .  But her te n s io n s  
a re  r e l ie v e d  w ith  th e  announcement by th e  smugglers th a t  
th e  tim e has come fo r  them to  c a r ry  t h e i r  contraband 
th ro u g h  th e  m ountain p a s s .  Don Jose  i s  l e f t  behind  to  
keep guard . When th e  sm ugglers a re  gone, M icaëla comes 
seek in g  Don Jos e .  She p rays to  heaven f o r  p ro te c t io n .  
When a sh o t r in g s  o u t ,  she h id e s .  The sh o t has come from 
Don J o s e 's  gun, f i r e d  a t  th e  approach o f a s tr a n g e r ,  
E scam illo  has come seek in g  Carmen. R ecognizing each 
o th e r  as r i v a l s ,  Don J o s é  and E scam illo  f a l l  upon each 
o th e r  w ith  drawn d ag g ers . Only th e  sudden r e tu rn  of the 
sm ugglers p rev en ts  a k i l l i n g .  E scam illo  d ep a rts  w ith  h is  
custom ary swagger, in v i t in g  a l l  th e  sm ugglers to  be h is  
g u e s ts  a t  h is  n ex t b u l l f i g h t .  M icaëla i s  now d isco v e red  
by th e  sm ugglers. She r e v e a ls  to  Don J o s é  th a t  h is  mother 
i s  d y in g . Don Jose‘S le a v e s  Carmen, w arning her th a t  th ey  
w i l l  meet ag a in .
Act IV
Scene: A nother square  in  S e v i l le .  I t  i s  th e  day of
th e  b u l l f i g h t .  E scam illo  ap p ea rs , Carmen w ith  him . When 
th e  to re a d o r  e n te r s  th e  a re n a , Carm en's gypsy f r ie n d s  warn 
h e r  t h a t  Jose  i s  lu rk in g  nearby  to  avenge h im se lf f o r  h e r
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d e s e r t io n .  The crowd su rges in to  th e  a ren a . When Carmen 
i s  l e f t  a lo n e , J o s e  comes to  p lead  f o r  h e r  lo v e . I c i l y  
th e  gypsy t e l l s  him she lo v e s  him no lo n g e r . Don J o s e  
co n tin u es  to  p lead ; Carmen rem ains d e a f . Suddenly, shouts 
from th e  arena h a i l  th e  v ic to r io u s  E scam illo . Carmen i s  
about to  jo in  h e r  hero  when Jose  s to p s  h e r  and k i l l s  h e r 
w ith  a dagger. When th e  to re ad o r emerges to  inform  Carmen 
o f h is  trium ph, he f in d s  h er s tr e tc h e d  out dead, Don J o s é  
sobbing a t  h e r  s id e .
D e ta ils  o f Scene Leading to  
and In c lu d in g  A ria
The "Toreador Song" marks E sc a m illo 's  f i r s t  en tran ce  
in  th e  o p era . I t  comes e a r ly  in  th e  second a c t .  The 
c u r ta in  r i s e s  on an e a r ly  evening scene in  L i l ia s  P a s t i a 's  
ta v e rn . Gypsies and sm ugglers a re  seen  s i t t i n g  a t  ta b le s  
w ith  s o ld ie r s  and o f f i c e r s .  Dancers w h ir l about th e  ta v e rn  
to  th e  rhythm ic b ea t o f  gypsy m usic. Carmen s in g s  a f i e r y  
gypsy song. She i s  jo in e d  by F ra sq u ita  euid M ercedes. The 
song ends in  a r io to u s  o u tb u rs t o f s in g in g  and dancing .
A fte r  a few moments o f co n v e rsa tio n  between Carmen 
and Zuniga, sh o u ts  a re  suddenly  h eard  from o u ts id e  the  
ta v e rn . Rushing to  th e  door, Zuniga announces th a t  i t  
i s  th e  famous b u l l f i g h t e r ,  E scam illo . I n v ite d  in  by 
Zuniga, he s h o r t ly  swaggers i n .  The p o p u lar b u l l f i g h t e r 's  
fo llo w e rs  crowd in to  th e  ta v e rn  and to a s t  him w ith  a lu s ty  
ch o ru s . In  re sp o n se , he s in g s  th e  famous "Toreador Song,."
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W ith ev id e n t s e lf -c o n f id e n c e , he d e sc r ib e s  th e  g re a t  arena 
w ith  i t s  mass o f peop le  sh o u tin g  f o r  a  show from t h e i r  
h e ro . The p eop le  in  th e  ta v e rn  ta k e  up th e  r e f r a i n ,  
s in g in g  o f th e  to r e a d o r 's  rew ard—th e  hand of h is  la d y . 
E scam illo , le a p in g  to  a t a b le  in  th e  ta v e rn , co n tin u es  to  
p a in t  a v iv id  p ic tu r e  o f th e  b u l l f i g h t .  Again th e  crowd 
jo in s  the  s in g in g , b r in g in g  th e  a r i a  to  a s t i r r i n g  clim ax.
The te r r a c e  o f L i l i a s  P a s t i a 's  ta v e rn  glows in  the  
m oon ligh t. At th e  l e f t  r i s e s  th e  main tw o -s to r ie d  b u ild in g  
o f  th e  e s ta b lis h m e n t, w h ile  a low s e c t io n  o f th e  ta v e rn  
i s  b u i l t  a t  th e  r i g h t  w ith  a broad archway down which 
E scam illo  and h is  fo llo w e rs  th ro n g  to  th e  s ta g e . At th e  
f r o n t  l e f t  steinds th e  ta b le  surrounded  by the c h a ir s  and 
benches o f th e  m errym akers.
D e sc rip tio n  of C h arac te r  S inging A ria
E scam illo  i s  th e  ty p ic a l  Spanish b u l l f i g h t e r .  He 
i s  t a l l ,  d a rk , and s le n d e r .  A lthough th e  c o lo rs  u s u a lly  
change to  s u i t  th e  s in g e r  o r d i r e c to r ,  th e  b a s ic  costumes 
used  by E scam illo  a re  p r e t ty  w e ll e s ta b lis h e d . A ty p ic a l  
E scam illo  wardrobe could  in c lu d e  ( in  Act I I )  a s i l v e r -  
g ray  wool b o le ro  and t r o u s e r s ,  a g ray  s i l k  cape and a 
p a le  g ray  som brero. While v i s i t i n g  th e  sm u g g ler 's  camp 
(Act I I I ) ,  he might wear a green  s u i t  w ith  Spanish le a th e r  
le g g in g s . The s h i r t  would be open a t  the  th r o a t ,  and he 
would c a rry  a d ark  g reen  s e ra p e . In  the  appearance a t  th e  
a ren a  (Act IV ), he could be seen  in  a re d  s a t in  b o le ro
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ja c k e t and k n ee-b ree ch es , the to r e a d o r 's  sm all b lack  h a t ,  
and a re d  s a t in  cape.
C onsidering  th e  s h o r t  tim e E scam illo  i s  seen on th e  
s ta g e , th e  com pleteness of the  c h a r a c te r iz a t io n  i s  rem ark­
a b le .  In  th e  second a c t  he makes h is  g rand iose  e n tra n c e , 
p lu n g in g  in to  th e  "Toreador Song." In  London in  1964, 
Georg S o l t i ,  conductor a t  Covent Garden, r e l a t e d  to  me 
th e  fo llo w in g  s ta te m e n t, r e p o r te d ly  made by B ize t a f t e r  
composing th e  music to  E sc a m illo 's  famous a r i a :  "W ell,
th ey  wanted t r a s h .  Here i t  i s . "  I f  E sc a m illo 's  music i s  
" t r a s h y ,"  showy, or v u lg a r ,  i t  i s  because th e  c h a ra c te r  
i t  p o r tr a y s  has a l l  th o se  t r a i t s .  The "Toreador Song" i s  
more th a n  an e f fe c tiv e :  ro u s in g  tu n e : i t  e s ta b l is h e s
E s c a m illo 's  p e r s o n a l i ty .
Thé sh o rt scene th a t  fo llo w s th e  a r ia  g ives an o th e r 
in s ig h t  in to  E sc a m illo 's  p e r s o n a l i ty .  In  no tim e a t  a l l  
he i s  re a d y  to  make lo v e  to  Carmen—in s in c e r e ly ,  o f co u rse . 
I s  t h i s  n o t ano ther good touch o f c h a ra c te r iz a tio n ?  He 
ta k e s  Carm en's r e f u s a l  as  a m a tte r  o f  course and swaggers 
o f f  triu m p h an tly  in  th e  m idst o f  p o p u la r acc la im .
In  th e  t h i r d  a c t ,  E scam illo  d isp la y s  more of h is  
l i g h t - h e a r te d  s p i r i t ,  b u t t h i s  tim e i t  i s  coupled w ith  
bravado and an e x h ib i t io n  o f courage. He alm ost ig n o res  
th e  p i s t o l  sho t th a t  b a re ly  m isses him. And a t  th e  s ig h t  
of th e  d e sp e ra te  Don Jose^ and h is  dagger, he qu ips:
. What a joke! To look  fo r  th e  m is tre s s  and f in d
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h e r  lo v e r  in s te a d !"  A fte r  b a re ly  escap ing  w ith  h is  l i f e ,
he coo ly  shrugs th e  m a tte r  o f f  and g a l la n t ly  in v i te s  one
and a l l  to  h is  fo rthcom ing  b u l l f i g h t .
L i t e r a l  T ra n s la t io n  and IPA T ran sc rip tio n *
To your h e a l th ,  I  t o a s t  you in  r e tu r n ,  gentlem en, because 
w ith  s o ld ie r s
V otre t o a s t ,  je  peux vous le  re n d re , Senors, s e n o rs , ca r 
avec le s  s p ld a ts  , .
V 3 + r >  4)5-1-  Pj2f  VU l a  r X d f ô  s e p ^ r  \ià.r
l e
b u l l f i g h t e r s  get along  w e ll; fo r  r e c r e a t io n ,  fo r  r e c r e a t io n .
Oui, l e s  T o re ro s , peuvent s 'e n te n d re ;  Pour p l a i s i r a ,  pour 
p l a i s i r s ,
w i ‘ \e  4 D r « f û  ^ u r  ç > i f 2 . i r  p u r
plair
th ey  have b u l l f ig h t s !  The arena i s  f u l l ,  i t  i s  a day o f 
f e s t i v i t y
i l s  o n t l e s  combats! Le c irq u e  e s t  p le in ,  c 'e s t  jo u r  de 
f ê t e  !
il iô k  Krba U sirVt p'r «
The arena  i s  f u l l  from to p  to  bottom ; th e  s p e c ta to r s ,  
lo s in g  t h e i r  heads.
Le c irq u e  e s t  p le in  du h au t en bas; Les s p e c ta te u rs ,  
p e rd a n t l a  t ê t e ,  . >
l 5 j i r K e  p l ?  j y  e  4 )  ÜL l e  
ptfdS li +(+»
th e  s p e c ta to r s  c a l l  back and f o r th  w ith  a g re a t n o ise ! 
I n s u l t s ,  c r i e s ,  and
Les s p e c ta te u rs  s 'i n t e r p e l l e n t  à  grand fra c a s !  A postrophes, 
c r i s , e t
K r i i e ______________________________________________________________
*Key to  IPA symbols used in  t r a n s c r ib in g  French i s
found on page 151,
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b a n te r in g s  a re  pushed to  a n ea r  fren zy ! For i t  i s  th e  
f e s t i v a l  of courage!
ta p ag e , Pousses jusques à  l a  fu re u r!  Car o ' e s t  l a  f e t e
« la W' » I» *+>
à y  KwrdjO
I t  i s  the  f e s t i v a l  fo r  men w ith  h e a r t !  Come on! on guard! 
come on! come on! ah!
C 'e s t  l a  f e t e  des gens de coeur! A llons! en garde! A llons!
A llons! ah! .
«  \ 8 i e  TS oS Kier ils t  qlrda ab
a l5  k  ^
T oreador, on guard! T oreador, T oreador. And indeed  th in k ,
y e s , th in k  of
T oreador, en garde! T oreador, T oreador. Et songe b ie n ,
o u i, songe en
Z aardi 4^ reader e j^ *
th e  f i g h t ,  th a t  dark  eyes a re  w atch ing  you, and th a t  love 
i s  w a itin g  fo r  you,
com b attan t. Qu'un o e i l  n o ir  t e  re g a rd e . Et que l'am o u r
Kcê n « n v i i r V s  e. K j k m r
T oreador, lo v e , lo v e  i s  w a itin g  f o r  you!
T oreador, l 'a m o u r , l'am our t 'a t t e n d !
\àhvir
A il a t  once, th e  crowd f a l l s  s i l e n t .  Ah! what i s  happening? 
Tout d 'u n  coup, on f a i t  s i le n c e  . . . Ah! que se p a s s e - t - i l ?
à te  3" fc silâr^ ô (jL ka s»
No more c r i e s , t h i s  i s  th e  moment ! No more c r i e s , t h i s  
i s  the moment!
P lu s  de c r i s , c ' e s t  1 ' in s ta n t  ! P lu s  de c r i s , c ' e s t  
l ' i n s t a n t !
PW do kf> 5t ^
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The b u l l  lunges and jumps out o f  th e  pen! He lu n g es ,
Le ta u re a u  s 'e la n c e  En b o n d issan t h o rs  du T o r il!  I l  
s 'é l a n c e .  . .
U  S c l î r a :  : r  j y
he c h a rg es , he s t r ik e s !  a horse f a l l s ,  p in n in g  down a 
p ic ad o r
i l  e n t r e ,  i l  frap p e! un cheval r o u le .  E n tra în a n t un 
P ic a d o r , . .
\\ %4-r i 1 frBLpa %  r u b  n%-r 06
ptK & dsr
"Hooray f o r  th e  B u ll!"  y e l l s  th e  crowd! The b u l l  tu r n s ,  
he comes, he comes,
"Ah! bravo! Toro!" h u r le  l a  fo u le !  Le ta u re a u  va , i l  
v i e n t ,  i l  v ie n t ,
tL brâve +îfo yrls lî l i  Tir» v* 11
i / j r  .'1 v j ?
and he s t r ik e s  again ! He shakes h im se lf , stabbed  w ith  
b a n d e r i l le s ,  f u l l  o f  ra g e , he ru n s ,
e t  f ra p p e  encor! En secouan t se s  b a n d e r i l le s .  P le in  de 
f u r e u r ,  i l  co u rt , , .
e  4 r a ÿ g :  % i a \ ( u S r  St  ;  ^ I T  a a
4y r o * r  \\
th e  a ren a  i s  covered w ith  blood! The men escape, th e y  
jump th e  fence!
Le c irq u e  e s t  p le in  de sang! On se  sauve, on f r a n c h i t  
l e s  g r i l l e s !  , ^  A
b  p IT  d )  ?  S i  S W  3
1«
Your tim e i s  now! Come on! on guard! come on! come on! 
oh!
C 'e s t  to n  to u r  m ain tenan t ! A llons! en garde! A llons! 
A llons! ah!
a,\5T *
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T oreador, on guard! T oreador, T oreador, and remember w e ll, 
y e s , remember as you
T oreador, en garde! T oreador, T o reador. Et songe b ie n , 
o u i, songe en .
V/\
a re  f ig h t in g ,  th a t  dark  eyes a re  w atch ing , and th a t  love 
i s  w a itin g  fo r  you,
co m b attan t, Qu'un o e i l  n o ir  t e  r e g a rd e , Et que 1 ' amour 
t 'a t t e n d .
Ko: y'*"' e 3^
T oreador, lo v e , lo v e  i s  w a itin g  f o r  you!
T oreador, l 'am o u r, l 'am o u r t 'a t t e n d !
D iscu ssio n  o f  S ty le  
A b r i e f  d isc u s s io n  o f B iz e t 's  s ty l e  in  g en e ra l w i l l  
h e lp  th e  s in g e rs  to  b e t t e r  u n d erstan d  the  s ty le  o f E sca­
m illo  's  a r i a .
B ize t can be counted among th o se  composers who were 
e c le c t i c  in  s ty l e .  The in flu e n c e s  in  h is  education  were 
d iv e rse : th e  f r ie n d s h ip  o f Gounod, a p le a sa n t s ta y  in
I t a l y ,  co n se rv a to ry  t r a in in g ,  ex p erien ce  of hack a rra n g in g , 
th e  exposure to  th e  t a s t e s  o f the  P a r is  p u b lic .
Out o f  th i s  d iv e rse n e ss  came one o f  B iz e t 's  most 
e x c ep tio n a l g i f t s ,  th a t  o f  combining dram atic v e r i t y  w ith  
th e  p o p u la r to u ch . In  th e  sh o rt P re lu d e  to  Carmen, one 
can d is c e rn  f e a tu re s  o f  t h i s  dual h e r i ta g e .  Two m elodies 
in  p opu lar s ty l e ,  one a c h a r a c t e r i s t i c  f a s t  Spanish  dance 
and th e  o th e r  th e  "Toreador Song," a re  p re sen ted  in  th e
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sim ple  fa sh io n  l a t e r  fav o red  in  Broadway m usical-com edy 
o v e r tu re s ;  b u t a t  th e  c lo se , th e  "F ate" m otive b reak s 
th rough  t h i s  panoramic facade  o f an im ation  w ith  an im pas­
s io n ed  o u tc ry , le a v in g  th e  audience perched  on th e  b r in k  
o f  an u n reso lved  d im in ish ed -sev en th  chord .
A nother im p o rtan t f a c to r  in  B iz e t 's  s ty le  was h is  
g i f t  f o r  rhythm ic d r iv e  and b e a u t i f u l  melody. Look s p e c i f i ­
c a l ly  a t  th e  music of th e  "Toreador Song" fo r  a moment in  
th e  l i g h t  o f  t h i s  s ta te m e n t.
The success o r f a i l u r e  of a s in g e r  p o r tra y in g  th e  
r o le  o f  E scam illo  i s  g e n e ra lly  measured by th e  im p ressio n  
he makes in  h is  r e n d i t io n  of th e  "Toreador Song." On th e  
s u r fa c e ,  i t  would appear th a t  a s in g e r  could  h a rd ly  f a i l  
to  sco re  w ith  th a t  s p e c ta c u la r  e n tra n c e , d r iv in g  rhythm , 
and i r r e s i s t i b l e  melody. But th e  ca tch y  tune p re s e n ts  a 
number o f  problems to  th e  s in g e r . For example, in  th e  
opening measures one h a rd ly  ever h e a rs  a l l  th e  n o te s  in  
th e  descending passage sung as they  a re  w r i t te n .  The 
t e s s i t u r a  i s  ex trem ely  low fo r  a b a r i to n e ,  p a r t i c u la r ly
i f  th e  com poser's in d ic a te d  marking o f f o r t e  i s  observed . 
Most b a r i to n e s  s k i r t  tro u b le  by r e s o r t in g  to  m elodram atic 
dec lam atio n —a p la u s ib le  s o lu t io n , b u t n o t what the  com­
p o se r  n o ta te d .  This passage  seems to  ask fo r a bass
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s in g e r .  However, as one re a d s  a few b a rs  f u r th e r ,  he
comes upon an o th er h az a rd . The cu lm in atin g  n o te  i s  a .
-  ■
Î 2
h ig h  F, which shou ld  be reached  and s u s ta in e d . This 
could  p re se n t some problem s fo r  the b a s s . Such a re  the 
p i t f a l l s  o f t h i s  p o p u la r a r i a  which i s  ty p ic a l  o f a ro le  
th a t  ran g es  from low B - f la t  to  h igh  G.
The "Toreador Song" i s  very  d i f f i c u l t  to  s in g  and 
shou ld  be a ttem pted  only  by w e l l - tr a in e d  v o ic e s . I t  
shou ld  n o t be "barked" as so many s in g e rs  do. Even though 
i t  i s  rhythm ic and l i v e l y  i t  c a l l s  fo r  a c a n ta b ile  le g a to  
l i n e .
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GOUNOD, CHARLES ("Le veau d 'o r " )
F a u s t , opera in  f iv e  a c t s .  (The opera i s  u s u a lly  
perform ed in  fo u r  a c t s . )  L ib r e t to  by J u le s  B a rb ie r  and 
M ichel C arre; based  on G oeth e 's  drama of the  same name. 
P rem iere : T heatre  L y riq u e , P a r i s ,  March I 9 , l859« Ameri­
can prem iere : P h ila d e lp h ia ,  November I 8 , I 863 .
C h arac te rs  :
Faust ( te n o r)
M ephistophélès (bass)
M arguerite  (soprano)
V a le n tin , h e r  b ro th e r  (b a r ito n e )
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S ie b e l,  young man in  love w ith  M arg u erite  (soprano) 
M artha, M a rg u e r ite 's  f r ie n d  (m ezzo-soprano)
Wagner, a s tu d e n t (b a rito n e )
S o ld ie rs ;  S tu d en ts ; P easan ts ; P r ie s t s
The s e t t in g  -is Germany in  the  s ix te e n th  ce n tu ry .
P lo t  
Act I
Scene I :  F a u s t 's  s tu d y . The v en e rab le  F a u s t, s ic k
o f l i f e ,  i s  about to  ta k e  po iso n  when he h e a rs  young, gay 
v o ices  o u ts id e  h is  window. Envious, he c u rse s  the young 
peop le  and c a l l s  on Satan to  h e lp  him. M ephistophélès 
appears and makes a b a rg a in  w ith  F au s t: he w i l l  r e s to r e
F a u s t 's  youth  in  r e tu rn  fo r  h is  so u l. F au s t h e s i ta te s  
u n t i l  M ephistophélès prom ises Faust he s h a l l  see a beau­
t i f u l  g i r l  w ith o u t d e lay .
Scene I I :  A p u b lic  sq u a re . S o ld ie rs  and v i l l a g e r s
a re  c e le b ra t in g  th e  day o f  th e  f a i r .  V a len tin  and S ieb e l 
ap p ear, th e  form er g r e a t ly  concerned because he must jo in  
th e  army and leav e  h is  s i s t e r .  M arguerite , u n p ro te c te d . 
When S ie b e l prom ises to  w atch over M arg u erite , V a le n tin  
ex p resses  h is  g r a t i tu d e .  Wagner jumps on a ta b le  to  s in g  
a d i t t y  about a r a t ,  b u t i s  ru d e ly  in te r r u p te d  by 
M ep h is to p h e les , who p ro v id e s  a p le a s a n te r  song, a c y n ica l 
comment on m an's greed f o r  gold  ("Le veau d 'o r " ) .  A fte r  
t h a t ,  th e  d e v il  d e l ig h ts  th e  crowd w ith  f e a t s  o f  m agic.
He p ro p h esie s  th a t  any f lo w er touched by S ie b e l w i l l  
w ith e r  and d ie ,  p a r t i c u la r ly  th o se  he sends to  M arguerite ;
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th e  d e v i l  a lso  produces wine by s t r ik in g  h is  sword on th e  
s ig n  o f th e  n ea r-b y  in n . When M ephistophélès proposes a 
to a s t  to  M arg u erite , V a len tin  grows fu r io u s  and ru sh es  a t  
him w ith  a sword; th e  sword i n s t a n t ly  snaps in  h a l f .
S ie b e l ,  Wagner, and t h e i r  f r ie n d s  now jo in  V a len tin , 
R e a liz in g  they  a re  in  th e  p resen ce  o f th e  d e v i l ,  th ey  
r a i s e  t h e i r  swords in  the  form o f a c ro ss  and co n fro n t 
him w ith  i t ,  M ephistopheles, t e r r i f i e d ,  w ithdraw s, F aust 
comes seek ing  M arg u erite , The v i l l a g e r s  f i l l  th e  square 
as th ey  dance and s in g .  M arguerite  now p a s se s , coming 
from church. F aust o f f e r s  to  e s c o r t  h e r  home, but Mar­
g u e r i te  re b u ffs  him . As she walks on, F aust s in g s  o f h is  
g re a t  love fo r  h e r .  M ephistophélès i s  cy n ica l about F a u s t 's  
la c k  o f su ccess , and th e  tow nspeople con tin u e  th e i r  gay 
w a ltz in g .
Act I I
Scene: M a rg u e r ite 's  Garden, S ie b e l g a th e rs  flo w ers
f o r  M arguerite  and asks them to  c a rry  h is  message o f lo v e . 
But th e  flow ers d ie  in  h is  hands. Remembering M ephistoph- 
e l e s ' prophecy. S ie b e l ru sh es  to  a n ea r-b y  sh rin e  and d ip s  
h i s  hands in  the h o ly  w a te r. The flo w ers  he now p ick s  go 
unharmed, and he p la c e s  them te n d e r ly  a t  M a rg u e r ite 's  
d oo r. A fte r S ie b e l le a v e s , F aust comes, th in k in g  o f
X' /  X
M arg u e rite . His r e v e r ie  i s  d is tu rb e d  by M ephistopheles, 
who p la c e s  a ca sk e t o f  jew els n ea r  S ie b e l 's  f lo w e rs .
<  ^ NF au st and M ephistopheles h id e  as M arguerite  comes from
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h e r  house and s i t s  a t  her sp in n in g  w heel. Musing on th e  
handsome s tr a n g e r  who g ree ted  h e r  in  th e  sq u are , she  s in g s  
a  b a l la d  about th e  King of T hule . Suddenly she ca tch es  a 
g lim pse of th e  f lo w e rs , and knows th ey  a re  S ie b e l 's .  
F in d in g  the  c a s k e t ,  she opens i t  and i s  overjoyed to  f in d  
i t  f i l l e d  w ith  je w e ls . P u ttin g  them on w hile in s p e c tin g  
h e r s e l f  jo y fu l ly  in  a m irro r , she s in g s  the  "Jew el Song," 
As she i s  doing t h i s ,  Martha e n te r s  and ex p resses amaze­
ment a t  th e  way th e  jew els enhance M a rg u e rite 's  b eau ty , 
F au st and M ephistophélès come from h id in g . The d e v il  
engages Martha by t e l l i n g  h e r  t h a t  h e r  husband i s  dead, 
F au s t pursues M arg u e rite . N ight beg ins to  f a l l .  M ephis­
to p h é lè s  ad d resses  th e  n ig h t ,  f o r e t e l l i n g  th a t  lo v e rs  are  
about to  be u n ite d ; th en  he d isa p p e a rs , F aust and Mar­
g u e r i te  reap p ea r in  th e  garden. T earing  h e r s e l f  away from 
F a u s t,  M arguerite  prom ises to  meet him th e  fo llo w in g  day.
A moment l a t e r  she appears a t  the  window o f h e r c o t ta g e , 
s t i l l  th in k in g  o f h e r  lo v e . F au s t ru sh es  toward h e r ;  from 
th e  d is ta n c e  comes th e  sound o f M ep h istopheles ' mocking 
la u g h te r .  He has come fo r  F a u s t.
Act I I I
Scene I :  M a rg u e r ite 's  room. (This scene i s  o f te n
o m itte d .)  M arg u e rite , a t  h e r sp in n in g  w heel, bemoans h er 
f a t e :  she has b een .b e tray ed  and d e s e r te d . S ie b e l comes
to  conso le  h e r .  M arguerite  i s  g r a t e f u l ,  b u t she cannot 
f o rg e t  th e  man she lo v e s .
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Scene I I :  The c a th e d ra l .  M arguerite  i s  p ray in g  f o r
F au st and t h e i r  unborn c h i ld  when M ephistophélès comes to  
mock h e r  f o r  hav ing  y ie ld e d  to  te m p ta tio n . The church 
c h o ir  s in g s  o f Judgement Day. Overcome w ith  t e r r o r ,  
M arg u erite  f a l l s  in to  a f a i n t .
Scene I I I :  The square  b e fo re  th e  c a th e d ra l .  (In
th e  o r ig in a l  v e rs io n , t h i s  scene came b e fo re  the  p reced in g  
one; i t  i s  now custom ary to  perform  th e  scenes in  th e  
sequences h e re  g iv e n .)  S o ld ie rs ,  r e tu rn in g  from b a t t l e ,  
ju b i l a n t ly  s in g  o f t h e i r  r e c e n t  v ic to ry  and t h e i r  jo y  a t  
b e in g  home. V a le n tin  i s  w ith  them . E agerly  he q u e s tio n s  
S ie b e l about M arg u e rite . When S ieb e l i s  ev as iv e , V a le n tin  
ru sh e s  in to  h is  s i s t e r ' s  c o tta g e . F aust and M ephistopheles 
ap p ea r, and th e  l a t t e r  s in g s  a mocking serenade beneath  
M a rg u e r ite 's  window. V a len tin  emerges and ch a llen g es  
F au s t and M ephistophélès to  a d u e l in  w hich, through th e  
d e v i l 's  m agic, V a le n tin  i s  f a t a l l y  wounded by F a u s t. As 
th e  tow nspeople ru sh  in to  th e  sq u a re , F aust and Mephis­
to p h é lè s  d isa p p e a r . V a le n tin  b i t t e r l y  condemns h is  s i s t e r  
and r e fu s e s  to  fo rg iv e  h e r .  M arg u erite  w atches him d ie ,  
denouncing h e r .  The tow nspeople k n ee l a t  h is  s id e  in  
p ra y e r .
Act IV
Scene: A p r is o n .  M arguerite  has k i l l e d  h e r  c h ild
and i s  in  p r iso n  aw a itin g  ex ecu tio n  f o r  th e  crim e. At 
dawn, h e a r in g  th e  v o ice  o f  h e r lo v e r ,  M arguerite  becomes
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d e l i r io u s  w ith  jo y . F au s t c a l l s  to  h e r  to  fo llo w  him out 
o f  th e  p r is o n , but M arg u erite  does n o t seem to  h ea r w h a t• 
he i s  say in g . Im p a tie n tly , M ephistophélès u rges F aust and 
M arguerite  to  make t h e i r  escap e , but both  a re  deaf to  h is  
e n tr e a ty .  M arg u erite , on th e  th re sh o ld  o f  d ea th , p rays 
to  be borne heavenward, a f t e r  which she v o ic e s  h er h o rro r  
o f  F a u s t. As she d ie s ,  M ephistopheles d rags F aust to  h is  
doom. Voices o f in v i s ib l e  an g e ls  s in g  of M a rg u e r ite 's  
redem ption .
D e ta i ls  o f Scene Leading to  
and In c lu d in g  A ria
V alen tin  t e l l s  S ie b e l th a t  he i s  concerned over the 
w e lfa re  o f h is  s i s t e r ,  who w i l l  be alone when he goes o f f  
to  w ar. S ieb e l a s su re s  V a le n tin  th a t  he w i l l  look a f t e r  
M arg u e rite . V a le n tin  th an k s  S ie b e l and th en  s ings the 
a r i a  "Avant de q u i t t e r  ces l i e u x ."  A fte r  th e  a r i a ,  Wagner 
c a l l s  f o r  wine and p roposes a song. Jumping upon a t a b l e ,  
he b eg in s  th e  "Song o f th e  R a t."  He has sung only a few 
b a rs  when he i s  in te r r u p te d  by M eph istopheles, who suddenly  
ap p ears  and asks i f  he may jo in  th e  group . I f  Wagner w i l l  
end h i s  song, th e  d e v il  s a y s , he w i l l  o b lig e  the  company 
w ith  a much b e t t e r  one. Wagner t e l l s  him to  begin a t  once. 
Thereupon, M ephistopheles s in g s  th e  famous Song o f th e  
Golden C a lf—"Le veau d 'o r . "  With b i t in g  sco rn  he d e sc rib e s  
how a l l  men w orship g o ld . As M ephistopheles sings h is  
song, V a le n tin , S ie b e l,  s o ld ie r s ,  and s tu d e n ts  are  on
142
s ta g e  l i s t e n in g  in  awe.
The s e t t in g  f o r  M ephistopheles a r i a  i s  n a tu r a l ly  
d i f f e r e n t  w ith  each p ro d u c tio n . The two s e t t in g s  d esc rib ed  
h e re  a re  th o se  used by th e  M etro p o litan  Opera Company in  
1949 and 1955 r e s p e c t iv e ly .
(1 ) The c u r ta in  opens on a d i s ta n t  v i s t a  o f the c i ty  
o f N urenburg, w ith  a t a l l  t r e e  a t  th e  r ig h t  c e n te r  on 
which a s c a ffo ld in g  has been e re c te d . The ta v e rn  a t  th e  
r i g h t ,  a h a lf - tim b e re d  b u ild in g , i s  equipped w ith  a cask 
o f b e e r  which p ro tru d e s  over th e  door. At th e  c e n te r  
l e f t ,  a b rid g e  se rv e s  fo r  the  en tran ce  of th e  chorus, 
w h ile  a t  th e  f a r  l e f t  s tan d s  a c i r c u la r  tow er.
(2 ) As th e  l i g h t s  come up, th e  scene i s  s e t  in  the  
o u t s k i r t s  of a sm all u n id e n t i f ie d  town, a f a i r  w ith  
boo ths o f a l l  k inds l i n e s  th e  s ta g e . The s p e c ta c le  
in c lu d e s  costumed crowd, puppet shows, and a bandstand 
fo r  th e  town band. Back o f i t  a l l ,  a drop re p re s e n tin g  a 
h ig h  sweeping h i l l ,  crowned by th e  v ig n e t te  o f a Gothic 
c a th e d ra l ,  com pletes th e  scene .
D e sc rip tio n  o f C h arac te r S ing ing  A ria 
M ephistopheles i s  p lay ed  w ith  make-up, in c lu d in g  a 
long  p o in ted  n o se , j e t  b lack  h a i r ,  a g o a tee , and h ig h ly  
arched  eye-brow s. H is costume c o n s is ts  o f flam boyant 
evening c lo th e s —to p  h a t  and t a i l s , and a la v is h  b lack  
evening cape, a l l  l in e d  w ith  s c a r l e t .
S ev era l y ea rs  ago when I  f i r s t  began to  le a rn  the
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a r i a  "Le veau d 'o r"  and s tudy  th e  c h a ra c te r  o f Mephis­
to p h é lè s  , I  had the  o p p o rtu n ity  o f spending a d e l ig h tfu l  
evening w ith  the  M e tro p o litan  b a s s , Jerome H ines. When 
Mr. H ines le a rn ed  th a t  I  was working on "Le veau d 'o r"  
and s tu d y in g  the  c h a ra c te r  o f M eph istophélès, he g ra c io u s ly  
o f fe re d  to  g ive me a copy o f an a r t i c l e  which he had ju s t  
w r i t te n  concern ing  M ep h is to p h é lès. Because o f Hines 
in c is iv e  u n d erstan d in g  of th e  c h a ra c te r  o f  M ephistophélès, 
th e  e n t i r e  a r t i c l e  i s  in c lu d ed  h e re .
One of th e  most c o n tro v e rs ia l  c h a ra c te rs  on th e  
opera s ta g e  today  i s  M ephistophélès in  Gounod's 
F a u s t . His S a tan ic  M ajesty , second in  power only 
to  God, c e r ta in ly  s tan d s  beyond human com prehension.
To com plicate  the  problem  f u r th e r ,  th e r e  have a r is e n  
ou t of h is to r y  many p e r s o n if ic a t io n s  o f e v i l^  such 
as L u c ife r ,  Beelzebub., Baal and M eph istopheles. The 
p ic tu r e  of th e  d e v i l  on th e  modern s ta g e  i s  a m ix ture 
o f th e se  c l a s s i c a l  demigods.
Goethe, in  h is  ep ic  work, F a u s t , p a in ts  h is  own 
d i s t i n c t  p ic tu re  o f th e  p e r s o n a l i ty  o f M ephistophélès. 
A lthough Gounod's F aust i s  d e riv ed  from th e  Goethe 
work, th e  ph ilosophy  and aims o f th e  composer a re  
q u ite  d i f f e r e n t  from -those  o f the  German p o e t. I f  
we d is a g re e  w ith  Gounod's d i lu t io n  o f th e  h igh  p h i­
losophy o f Goethe, th e r e  i s  l i t t l e  t h a t  we can do 
about i t  in  the a c tu a l  d ram atic  p ro d u c tio n  because 
th e  changes would p ro b ab ly  n o t f i t  th e  m usic. A ll 
we can do i s  to  t r y  to  u n d erstan d  th e  aims and p h i­
losophy o f the  composer and how th ey  were r e la te d  to  
h is  environm ent.
Although s im ila r  c h a ra c te r s  appear in  th e  two 
dramas i t  i s  a common m istake  to  p la y  them in  a 
s im i la r  manner. How o f te n  a young b a s se , when he 
i s  about to  undertake th e  p a r t  of M ephistopheles, 
i s  d ire c te d  to  go to  G o eth e 's  work f o r  an under­
s ta n d in g  o f th e  p ro p er c h a ra c te r .  He i s  confused 
by th e  c o n f l ic t  and^then a ttem p ts  to  bend th e  ch a r­
a c te r  o f Gounod's M ephistopheles to  f i t  a Goethean 
co n cep tio n . J u s t  because G oethe 's  p la y  was p a re n t 
to  Gounod's does n o t make i t  more r i g h t .  We must 
a s c e r ta in  why Gounod's work i s  d i f f e r e n t  in  concep­
t io n  and b u ild  our c h a ra c te r s  a cc o rd in g ly  so th a t  
th ey  w i l l  f i t  th e  m usical fram e.
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The opera F au st was w r i t te n  in  a V ic to r ia n  p e rio d  
o f French h i s to r y ,  and G o eth e 's  e a r th y , Germanic way 
o f p o r tra y in g  M arg u erite , fo r  example, would have 
been o ffe n s iv e  to  th e  French p u b l ic .  I t  was p erm is­
s ib le  f o r  a n a iv e  young g i r l  to  be m om entarily o v er­
whelmed by h e r  love fo r  th e  rom antic  young F a u s t, b u t 
i t  was u n th in k a b le  fo r  h e r  to  g iv e  h e r  mother a s le e p ­
in g  powder so F au st could e n te r  h e r  bedroom. So 
M a rg u e r ite 's  m other was c o n v en ie n tly  w r i t te n  out o f 
Gounod's opera by having h e r  a lre a d y  dead. Thus we 
circum vent th e  co m p lica tio n  of M a rg u e rite 's  b e in g  th e  
u n w ittin g  e x e c u tio n e r  o f h e r  own m other.
Too v u lg a r  a lso  fo r  th e  French t a s t e  o f th e  tim e 
was M ep h is to p h e lès ' song o f th e  f l e a .  The in s e c t  was 
d ressed  up in s te a d  as a golden c a l f  which, w ith  i t s  
Old Testam ent co n n o ta tio n , was more ap p ea lin g  to  a 
r e l ig io u s  man l i k e  Gounod. His r e l ig io u s  co n v ic tio n s  
and purposes a ls o  le d  him and h is  l i b r e t t i s t s  to  g ive  
F aust no escape from h is  j u s t  rew ard fo r  having 
taken  up w ith  th e  d e v il .  Thus F au s t i l l o g i c a l l y  
s ig n s  a c o n tra c t  w ith  Satan  f o r  e te rn a l  s e rv itu d e  
in  exchange f o r  a f le e t in g  b i t  o f p le a s u re , q u ite  
in  c o n tr a s t  to  th e  profound bu t wary F aust o f Goethe.
C onsider th e  m aster m agician  o f th e  p ie c e , 
M eph istopheles. He has now been converted  to  a 
French gentlem an. He i s  th e  p e r s o n if ic a t io n  o f th e  
e v i l  of th e  F rench  s o c ie ty  in  which Gounod l i v e s .
He i s  th e  l a s t  word in  s o p h is t ic a t io n  and s a v o ir -  
f a i r e . The o rd in a ry  and sim ple p le a su re s  o f l i f e  
bore him; innocence and v i r tu e  a p p a ll  him. The 
most common a t t r i b u t e  o f h is  e v i l  i s  sco rn , exp ressed  
in  co n s ta n t w i t .  In  h is  r e la t io n s h ip  w ith  F aust th e  
major t a r g e t  o f  h is  sarcasm  i s  F a u l t 's  tem porary 
p o s i t io n  as m aste r o f  M ep h is to p h e les , which w i l l  
soon be re v e rs e d . The word "M aster" i s  never used 
w ithou t th e  s i l e n t  d r ip  o f p o iso n . When he le av e s  
F aust in  th e  garden b e fo re  th e  C ava tina , he a c id ly  
sa y s , "Deign to  w ait h e re  f o r  me." There i s  h a rd ly  
a sen tence  t h a t  leav es  h is  l i p s  w ithou t a concealed  
dagger.  ^ ^
M ephistopheles v e i l s  h is  sarcasm  m a s te r fu lly  
and somehow alw ays rem ains a gentlem an. His v ic io u s  
n a tu re  i s  seldom  seen in  t h i s  opera s in ce  e v i l ,  to  
th e  F rench , must be com pletely  so . In  th e  c h o ra le  
o f  th e  swords and in  the  church scen e , however, he 
i s  seen fo r  h i s  t ru e  w orth . H is sco rn  o f F aust 
does tu rn  to  o u tr ig h t  contem pt from th e  moment th a t  
F aust alm ost le a v e s  M arguerite  in  th e  garden. In  
each subsequent a c t  i t  becomes more pronounced u n t i l  
we see th e  r e v e r s a l  o f th e  r o le s  o f m aster and s e r ­
van t in  th e  f i n a l e .  When M ephistopheles i s  o rdered
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ou t o f  th e  p r is o n  c e l l  a t th e  b eg in n in g  o f th e  scene 
many s in g e rs  have t r a d i t i o n a l l y  changed h is  re p ly  to  
" I  obey ."  n o t u n d ers tan d in g  th a t  Satan  i s  now ta k in g  
command when he s a y s , "Hurry up! I ' l l  w atch o u ts id e ."
Although Gounod's d e v il  i s  a pow erfu l c h a ra c te r  
in  h is  in f e rn a l  kingdom, he i s  seen  in  th e  momentary 
g u ise  o f a suave, a t t r a c t i v e  French noblem an, in  
o rd e r to  s u i t  th e  t a s t e  o f th e  G a llic  p u b lic  and, fo r  
n e a r ly  100 y e a rs , th e  growing p u b lic  o f  th e  opera .
L i t e r a l  T ra n s la t io n  and IPA T ra n sc rip tio n *
The c a l f  o f gold i s  alw ays a l iv e !  One p r a is e s  h is  power.
Le veau d 'o r  e s t  to u jo u rs  debout! On encense sa p u issan ce ,
b  YO d ) r  t  A-Ujur dsblA
O n e  p r a i s e s  h i s  p o w e r  f r o m  o n e  e n d  o f  t h e  w o r l d  t o  t h e
o t h e r  e n d !
On encense sa  p u issan ce  D 'un bout du monde a l 'a u t r e  bout!
ï  rfi s&sG ggc S )  d 6e bu d y  l o d r »
A li welcome th i s  infam ous id o l ,  Kings and n a t io n s ,  con­
fu se d .
Pour f e t e r  1 ' infame id o le .  Rois e t peup les  comfondus,
pWf -Ttdfi i t  "P&Kh rwaiù poeplè k!j'Ps'4y
by th e  d ark  c lang  o f g o ld -p ie c e s , Dance an in san e  roundelay  
Au b r u i t  sombre des e c u s , Dansent une ronde f o l l e ,
ù b ry î  $5" j e  ky  -kyAô r T d a  g
Round about h is  p e d e s ta l .  Round about h is  p e d e s ta l!
Autour de son p ié d e s ta l .  Autour de son p ié d e s ta l!
D-t-nr dd sy ô d c W  o tu r  j )  S?
And S atan  le ad s  th e  dance, le ad s  th e  dance. And Satan 
le a d s  th e  dance.
Et S a tan  con d u it l e  b a l , condu it l e  b a l , E t Satan condu it 
l e  b a l ,
6  K ^ jy i  U  U l  KS'^yi b  bal c rA'l'fl kS"dyi 
h  toâl
*Key to  IRA symbols used in  t r a n s c r ib in g  French i s  
found on page 151 .
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le a d s  th e  dance! And S atan  le ad s  th e  dance, le a d s  th e  
d an ce ,
co n d u it l e  b a l!  Et S atan  condu it l e  b a l ,  con d u it l e  b a l ,
M  e sft+ï' W y t  U  k&l kS’i y '
le a d s  th e  dance! And S atan  le a d s  th e  dance, le a d s  th e  
dance, le a d s  th e  dance.
condu it l e  b a l!  Et Satan  co n d u it l e  b a l ,  co n d u it l e  b a l ,  
co n d u it l e  b a l .  .
K î iy i  U  bdl £ >3 W l
XTjyi I? bal
The c a l f  of gold i s  conqueror o f gods! With h is  mocking 
g lo ry ,
Le veau d 'o r  e s t  va inqueur des d ieux! Dans sa  g lo i r e  
D é r is o ire ,
l î  MO i')f I clj^ Sà.
der»l\w è.rs
w ith  h i s  mocking g lo ry . The v i l e  m onster makes in s u l t s  
to  th e  heavens !
Dans sa  g lo i r e  D é r is o ir e ,  Le m onstre a b je c t  i n s u l t e  aux 
cieux!
He co n tem p la tes , oh, s tra n g e  madness, th e  human sp e c ie s  
a t  h i s  f e e t .
I I  contem ple, o rag e  e tran g e ! A ses p ie d s  l e  genre humain,
il p10 a. se py b ^t^|
throw ing th em selv es, sword in  hand, in to  a m ix tu re  o f 
blood and mud
se r u a n t ,  l e  f e r  en main. Dans l e  sang e t  dans l a  fange,
>53 rySr b  f t r  Z  ciî* s2r e jR"
where th e  h o t m etal g l i s t e n s ,  where th e  h o t m etal g l i s te n s !  
Ou b r i l l e  l 'a r d e n t  m e ta l. Ou b r i l l e  l 'a r d e n t  m etal!
U u l&fdZ
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And Satan  le a d s  th e  dance, le ad s  th e  dance, And Satan 
le a d s  th e  dance.
Et S atan  con d u it l e  b a l ,  condu it l e  b a l .  Et Satan  con d u it
6  b&i k ? ^ y î  k&l €
l9  b a l
le a d s  th e  dance! And Satan  le a d s  th e  dance, le ad s  th e  
Dance,
condu it l e  b a l!  Et S atan  con d u it l e  b a l ,  condu it l e  b a l ,
KS'd'/i la bil e il+r krdyi b k«l kS'dyi Is kl
le a d s  th e  dance! And Satan  le a d s  th e  dance, le ad s  the 
dance, le a d s  the  danceo
con d u it l e  b a l!  E t S atan  co n d u it l e  b a l ,  co n d u it l e  b a l ,  
con d u it l e  b a l .
kT^yi b  Wl C ka^/' kjJyi Is k^ l
I C ^ Y  b  b i l
D iscu ssio n  of S ty le  
F aust i s  so f u l l  o f  melody th a t  i t  seems hard  to  
r e a l i z e  t h a t  when th e  opera was f i r s t  produced m usicians 
and c r i t i c s  complained o f a la c k  of m elod iousness. I t  
was s a id  to  be too  le a rn e d , to o  f u l l  o f  in s tru m e n ta l com­
p l e x i t i e s .  Today we c e r ta in ly  acknowledge th e  b e a u t i fu l  
m elodies th roughout F a u s t , bu t we should  a ls o  be aware 
th a t  th e  music se rv es  a d ram atic  purpose . One has only 
to  look  a t  th e  w r itin g  o f such in d iv id u a l p a r ts  as th a t  
o f  M ephistopheles to  see  how d ra m a tic a lly  a p p ro p ria te  
Gounod's music i s .
M ephistopheles f i r s t  chooses to  appear to  F aust in  
th e  g u ise  of a debonair and e leg an t young man about town. 
He i s  ev e ry th in g  th a t  F au st i s  n o t ,  and he knows th a t  i t
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i s  e x a c tly  t h i s  q u a l i ty  which w i l l  make the  aged p h ilo s o ­
pher a more l i k e ly  p ro sp e c t fo r  te m p ta tio n . This q u a l i ty  
o f urbane elegance i s  p re se n t in  M ephistopheles m usic.
When he jo in s  th e  rowdy crew o f s tu d e n ts  and s o ld ie r s  
in  th e  scene a t  th e  f a i r ,  he e a s i ly  ad ap ts  h im se lf  to  
t h e i r  very  d i f f e r e n t  mood. As a m a tte r  o f f a c t ,  he uses 
a tim e-honored  dev ice  to  b reak  in to  a jo v ia l  crowd by 
Saying in  e f f e c t :  "Did you fe llo w s ever h ea r th e  one
about . . .? "  Then he s in g s  th e  rowdy song o f th e  "Golden 
C a lf ,"  which i s  j u s t  th e  s o r t  of n o isy  tune th e  s tu d e n ts  
and s o ld ie r s  would a p p re c ia te .
The scherzo  q u a l i ty  o f "Le veau d 'o r "  p re se n ts  to  
th e  l i s t e n e r  th e  cu rio u s  phenomenon o f  a tho rough ly  French 
com poser's  a ttem p t to  r e c r e a te  German r u s t i c  m usic, a f e a t  
un d ertak en , w ith  obvious d efe ren ce  to  Gounod, by Offenbach 
some tw enty y ea rs  l a t e r  in  h is  T ales o f  Hoffmann. The 
s e lf -c o n sc io u s  a n g u la r i ty  of th e se  rhythm ic con tours i s  
padded, however, by th e  v e lv e ty  chord p ro g re ss io n s  which 
were Gounod's more accustomed s to ck  in  t ra d e .
This a r i a  i s  v e ry  d i f f i c u l t  and i f  a ttem pted  w ithou t 
a s o l id  tech n iq u e  th e  v o ice  w i l l  be p u lle d  out of l i n e  
q u ic k ly . I t  i s  d ram atic  in  s ty le  and c o n s ta n tly  pounds 
a t  th e  upper n o te s  o f th e  v o ic e . The a l le g ro  m aestoso 
tempo demands f a s t  and a g ile  movement which must be exe­
cu ted  w hile  s in g in g  w ith  f u l l  v o ic e .
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IPA Symbols Used in Transcribing French
IPA English word contain­ French word IPA Phohetic
Phonetic ing approximate sound containing Transcription
Symbol sound . of French word
Vowels
a. father (very high ame
position)
0. father (deeper than a) madame
e hate (avoid diphthong nez r\t
\vanish to i)
e
i
bed
see
plaire
qui
0 boat (avoid diphthong 
vanish to u)
nos f\D
3 orphan porte pr4*
u boot (closed) jour
0 uh (pronounced high deux
with lips rounded) Aceroe. uh (pronounced deep fleur
with lips rounded)
dyy
it (pronounced high du
with lips rounded)
cIanst blonde (begin this 
word but do not
da,
pronounce the "nde")
mai'H
/y
£ sand (begin this word 
but do not pronounce
%
the "nd")
song (begin this word 
but do not pronounce
the "ng")
3 mother (like but petit
more relaxed)
Consonants
b big bonne
d dog dans da:
fat fille
J give garçon
key comme
1 lead livre h\ir
vn men maison
n
4
now nouveau nuvo
rv
opi^on
pull
gagner
petit
rr roll (lightly rolled) rue
sit soeur
7 shoe chez4 try table
V voice vous \)U
rou^ H /
j .
yes reveille t
women oui vWf V
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AURAL SUPPLEMENT TO THE HANDBOOK
I .  S ide One, T rack One
A. Bellini, Vincenzo ("Vi rawiso")
1 . Text o f a r i a ,  003*
2. Artists singing aria
a . Ezio F la g e l lo ,  80
b . N ico la  Z a c c a ria , 134
3. P iano accompaniment to  a r i a ,  196
B. D o n iz e tt i ,  Gaetano ("D alle  s ta n z e " )
1 . Text o f  a r i a ,  253
2. A r t i s t s  s in g in g  a r i a
a . J u s t in o  D iaz, 353
b . F e rru c c io  M azzoli, 436
3. P iano accompaniment to  a r i a ,  521
C. M ozart, Wolfgang Amadeus ("Non p iu  an d ra i" )
1 . Text o f a r i a ,  609
2. A r t i s t s  s in g in g  a r ia
a . C esare S ie p i,  893
b . Ezio P in za , 01?'
3. P iano accompaniment to  a r i a ,  137'
D. P u c c in i, Giacomo ("Vecchia z im arra")
1. Text of aria, 250'
2. Artists singing aria
a . N ico la  Moscona, 340'
b . John Macurdy, 40?'
3 . Piano accompaniment to  a r i a ,  4?6'
I I ,  S ide Two, Track One
A. R o s s in i , G ioacchino ("La ca lu n n ia " )
1. Text of aria, 002
2. A r t i s t s  s in g in g  a r i a
* In d ic a te s  "co u n te r number" on ta p e  re c o rd e r . Always 
s e t  co u n te r on " 000" when beg inn ing  a new s id e  or a new 
t r a c k .  The prim e s ig n  a f t e r  a number (ex . 0 1 ? ')  in d ic a te s  
th a t  th e  co u n ter has gone th rough  "999" and has s ta r te d  
o v er.
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a . Jerome H ines, 228
b . Ezio P in z a , 331
3. P iano accompaniment to  a r i a ,  422
B. V erd i, Giuseppe ( " I n f e l ic e ,  e tuo  c red e v i" )
1 . Text o f  a r i a ,  50?
2 . A r t i s t s  s in g in g  a r i a
a . G io rg io  T o z z i, 639
b . C esare S ie p i ,  736
3. Piano accompaniment to  a r i a ,  843
0 . V erd i, Giuseppe (”Dormir\) s o l n e l  man to  mio 
r e g a l " )
1 . Text o f  a r i a ,  944
2. A r t i s t s  s in g in g  a r ia
a . G io rg io  T o z z i, 248'
I I I ,  S ide One, T rack  Two
b . C esare S ie p i ,  003
3. Piano accompaniment to  a r i a ,  221
A. Beethoven, Ludwig van ("Hat man n ic h ts  auch 
Gold")
1 . Text o f  a r i a ,  459
2. A r t i s t s  s in g in g  a r ia
a . O tto  Edelmann, 730
b. A lexander K ip n is , 8o8
3. Piano accompaniment to  a r i a ,  888
B. M ozart, Wolfgang Amadeus ("0 I s i s  und O s ir is " )
1 . Text o f  a r i a ,  976
2. A r t i s t s  s in g in g  a r i a
a . A lexander K ip n is , 057'
b . Jerome H ines, 201'
3. P iano accompaniment to  a r i a ,  304
C. Wagner, R ichard  ("Mein H err und G o tt" )
1 . Text o f  a r i a ,  440'
2. A r t i s t s  s in g in g  a r i a
a . E rn s t Wiemann, 56I '
b . Ludwig Hofmann, 655'
3 . P iano accompaniment to  a r i a ,  767 '
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IV. S ide Two, Track Two
A. B iz e t ,  Georges ("Toreador Song")
1 . Text o f  a r i a ,  003
2. A r t i s t s  s in g in g  a r i a
a . M arshall S in g h er, 2 l8
b . Leonard Warren, 309
3. Piano accompaniment to  a r i a ,  412
B, Gounod, C h arles  ("Le veau d 'o r " )
1 . Text o f  a r i a ,  511
2. A r t i s t s  s in g in g  a r i a
a . Ezio P in z a , 717
b . N ico la  Rossi-Lem eni, 771
3 . Piano accompaniment to  a r i a ,  838
APPENDIX C
l6o
ARIA SELECTION QUESTIONNAIRE
The purpose o f t h i s  p ro je c t  i s  to  p rep a re  a p e r­
fo rm e rs ' handbook o f s e le c te d  a r i a s ,  which w i l l  a id  th e  
b ass  s in g e r  in  perfo rm ing  th e  a r ia s  a c c u ra te ly .  The 
handbook, w i l l  in c lu d e  a r i a s  s u i ta b le  f o r  th e  young s in g e r  
and a r i a s  f o r  th e  o ld e r ,  more advanced s in g e r .  The v a rio u s  
s ty l e s ,  p e rio d s  and languages w i l l  be r e p re s e n te d .
D iscussion  on each a r i a  w i l l  in c lu d e :
1 . P lo t .
2 . S p e c if ic  d e t a i l s  o f  th e  scene le a d in g  up to  and 
in c lu d in g  th e  a r i a ,  in c lu d in g  c h a ra c te r s  on 
s ta g e , scen ery  and p ro p s.
3 . D e sc rip tio n  o f  c h a ra c te r  s in g in g  a r i a ,  in c lu d in g  
p h y s ic a l c h a r a c t e r i s t i c s  and p e r s o n a l i ty  t r a i t s .
4 . L i te r a l  t r a n s l a t i o n  o f  th e  a r i a .
5 . T ra n s c r ip tio n  o f  th e  a r i a  u s in g  th e  In te rn a t io n a l  
P honetic  A lphabet.
6 . D iscussion  o f  s ty l e  and perform ance t r a d i t io n s .
7 . L is t  o f  a v a i la b le  re c o rd in g s  o f th e  complete 
opera which c o n ta in s  th e  a r i a  b e in g  s tu d ie d .
8 . L is t  o f  a v a i la b le  a r i a  c o l le c t io n s  which co n ta in  
th e  a r i a  b e in g  s tu d ie d .
9 . L is t  o f  r e l a t e d  re a d in g s .
(Because o f t h e i r  s p e c ia l  n a tu re ,  th e  l a s t  th re e  item s
w i l l  be on ta p e .)
10. Text o f a r i a  b e in g  spoken slow ly  and d i s t i n c t l y  
in  th e  o r ig in a l  o r t r a d i t i o n a l  language o f p e r ­
form ance.
11 . Prominent a r t i s t s  s in g in g  th e  eiria to  a llow  the 
person s tu d y in g  i t  to  h e a r  d i f f e r e n t  in te r p r e ta ­
t io n s .
12. Piano accompaniment to  th e  a r i a .
I f  you want to  make comments concern ing  th e  twelve 
p o in ts  l i s t e d  above, p le a s e  do so . I f  you have a d d it io n a l 
p o in ts  which you f e e l  shou ld  be in c lu d ed  in  a d isc u ss io n  
o f th e  a r i a s , p le a se  s t a t e  them.
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L is te d  below a re  a group o f a r i a s .  P le a se  p u t a 
check mark >/ by th e  ones you co n sid e r a p p ro p ria te  fo r  
u se  in  t h i s  s tu d y .
M ozart
Madamina! i l  c a ta lo g o  e questo 
Deh v ie n i  a l i a  f i n e s t r a  
Se vuol b a l la r e  
Non p iu  a n d ra i 
A p rite  un po ' q u e g l ' occhi 
¥ e r  e in  L iebchen h a t  gefunden 
Solche h e rg e la u fn e  L affen  
In  d ie s en h e i l '  gen H a llen 
0 I s i s  und O s ir is
R o ss in i
La ca lu n n ia
A un d o tto r  d e l la  mia s o r te
D o n iz e tt i
V ien i l a  mia v e n d e tta  
Ah, un foco in s o l i t o  
D alle  s ta n z e , ove Lucia
V erdi
\
Dormiro s o l n e l  manto mio re g a l
I n f e l ic e !  o tuo  c red ev i
I n f in  che un brando v in d ice
Come d a l c i e l  p r é c ip i ta
0 t u  Palermo
I l  la c e r a to  s p i r i t o
Di due f i g l i  v iv e a , padre beato
Wagner
Môgst du, mein k in d  
Mein H err und G ott 
Nun hO rt und v e r s te h t  
T a te s t  d u 's  w irk lic h ?
Beethoven
_____ H at man n ic h t  auch Gold beineben 
Mussorgsky
Mine i s  th e  h ig h e s t power
 .V arlaam 's Song
Pimon’s T ale
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Gounod
Vous qui f a i t e s  l 'en d o rm ie  
Le veau d ' or
B ize t
_____ V otre to a s t
I f  you would l ik e  to  su g g est a d d i t io n a l  a r ia s  fo r  con­
s id e r a t io n  p le a s e  l i s t  them h e re .___________________________
